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DESIRABLE CONSERVATISM IN THE 
STUDY OF MUSIC. 


By FR. NIECKS. 


IN the course of a speech delivered on the occasion of 
the distribution of prizes at the Paris Conservatoire, 
M. Gustave Laroumet, the director of the fine arts, made 
some remarks which deserve to be quoted and further 
developed. They deal especially with two subjects: the 
perniciousness of premature ambition and the value of 
the older classical works as means of artistic culture. 
Addressing himself to singers and actors rather than to 
composers and instrumentalists, who seemed to him to be 
less in need of counsel, M. Laroumet spoke as follows. 
“By entering upon the exercise of an art of which you 
have not yet mastered the necessary elements you injure 
for ever the talent which you have, and exhaust yourself 
in running after that you wish to have. Bad habits are 
contracted which nothing will correct ; the budding good 
qualities decay, the defects grow and become more and 
more prominent. The singer fatigues his throat with 
shouting and arrests the normal development of his 
voice ; the actor wishes to recite and sputters, he thinks 
he acts, and gesticulates wrongly. The one as well as 
the other has indeed come to art with his natural gifts 
alone, without suspecting that art is nothing else than a 
means of guiding nature, for the most part of correcting 
it; and that—I beg of you to excuse a play on words 
which is not mine but which expresses well my thought 
--the art of childhood and the childhood of art are one 
and the same thing. Be therefore convinced, my dear 
friends, that there is for you only one way of learning 
yours—namely, to pass all your time of study in making 
the most simple and modest elements your own. You 
will not become singers and actors until you possess 
those qualities of neatness and precision without which 
the most gifted among you will never be anything but 
sham artists. The error which I point out carries with 
it another. You have heard it said that in art nothing 
engages the interest of the public so much as modern 
works, for they represent to it its sentiments, passions, 
and every-day life. Moreover, you believe that these are 
easier to interpret ; for, after all, what does one require 
for the task? To be one’s self a man of one’s time. You 
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forsake therefore the works of the past, and demand 
resolutely the favour of the public with those the birth of 
which it has welcomed. Here you are mistaken out and 
out. In renouncing the classics you renounce the 
qualities which they alone can give . . . .” 

Let us stop short at this weighty saying. We need 
not follow M. Laroumet further, for the rest of his speech 
contains little else than appeals to the lower kind of self- 
interest of the students—namely, arguments the object of 
which was to show them that their way, whatever they 
might think, was not the best way for obtaining the 
approval of the judges who award the prizes, and the 
influential critics, managers, and connoisseurs who attend 
the annual exhibitions. M. Laroumet was right in saying 
that singers more than composers and instrumentalists 
are given to neglecting or scamping the elements, and 
rushing in with audacious foolishness where angels fear 
to tread. The opinion that a good voice, a sound pair 
of lungs and an ear which can pick up and remember a 
tune, are a sufficient outfit for a vocalist, is only too 
common. And yet these are no more than the mere raw 
material. An uncultivated voice is like ore, which has to 
be smelted in order to bring out the precious metal. 
Indeed, unless a vocalist can use his voice with the same 
freedom and sureness as an instrumentalist uses his 
instrument he is not an artist, but a zafura/zst, in short, 
a poor floundering creature. Terrible is the fate in store 
for him—hopeless impotence and suicide by inches. No 
amount of musical talent and experience can make up 
for the neglect of proper voice cultivation ; and misuse of 
the voice infallibly leads to its destruction. It brings 
tears to one’s eyes to think of the innumerable voices lost 
to us for want oftraining. It kindles one’s anger to think 
of the thousands of would-be vocalists whose dull stupidity, 
blind vanity, and boundless impudence embolden them to 
assail us with their painful performances. Ifvocalists are 
the worst sinners in this respect, composers come next to 
them. How many are there who think themselves com- 
posers if with the help of the insistently importuned 
piano they occasionally succeed in patching together a 
piece ; and how many more who imagine that a slight 
acquaintance with harmony and a knowledge of the 
compass of the instruments and voices for which they 
write are all the qualifications requisite for the exercise 
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of what they. flatter themselves to be-their calling, but 
what is only their profession. 

M. Laroumet committed an injustice in fixing his eye 
upon vocalists when he blamed executants for the neglect 
of the classics. This has been noticed by M. Pougin, 
one of those who commented on the speech. “It is 
necessary,” he says, “that our pupils understand that it 
is by the study of the classics that one prepares one’s 
self for the perfect interpretation of modern works, that 
when one has practised the old composers one is certain 
to be on good terms with the modern ones ; that it is only 
the great masters who give breadth, assurance, and 
security; who form the taste and style, and enable the 
artist to come forward with success in all genres. And 
what I say with regard to actors and singers, applies 
equally to instrumentalists. It is for this reason that, 
notwithstanding the genius displayed in their works, I 
regret to see Schumann, Chopin, Paganini, Vieuxtemps, 
too much in honour in the classes of the Conservatoire. 
It does not seem to me proven that a violinist who in a 
fashion gets through a concerto by Vieuxtemps or a pianist 
who ventures upon a concerto by Chopin is capable of 
executing in the appropriate style a concerto by Viotti or 
a sonata by Beethoven, whereas the contrary would be 
infallible. It is with music and all the other arts as with 
literature. Now, it is not in studying the romanticists 
and fantasists that one learns to write; but it is in 
attending to Montaigne, La Fontaine and Moliére, La 
Bruyére and Pascal. When one knows these by heart, 
one may without danger approach the others.” 

This is well said. Butalthough agreeing with it on the 
whole, I must take exception to one point. It is true 
that the ability of playing a concerto by Vieuxtemps or 
Chopin does not imply the ability of properly playing a 
concerto by Viotti or a sonata by Beethoven ; but neither 
does the ability of playing a concerto by Viotti or a 
sonata by Beethoven imply the ability of playing a con- 
certo by Vieuxtemps or Chopin. M. Pougin is wrong in 
asserting the contrary. The unadulterated truth is, that 
the ability of playing the works of the older masters 
forms a better foundation than that of playing those of 
the more modern, nay, it is not only the better, but really 
the only sound and solid foundation. And why is this 
so? Because the right course is to begin with the simple 
and thence proceed to the more complex. If, for instance, 
you take up a concerto of Viotti’s, you will find in it 
nothing but broad cantilenas and plain passage work of 
scales and simple figures all of which have to be executed 
with plain bowing. A concerto of Vieuxtemps, on the 
other hand, is full of trickeries both of bowing and 
fingering. A similar difference exists between other older 
and more modern works, although it is not always so 
obvious as in the case of the two composers just men- 
tioned. Beethoven and Chopin, however, are strikingly 
illustrative examples, indeed so striking that a glance at 
the texture of their works suffices to understand the 
question. A sound foundation of a good technique con- 
sists in the perfect mastery of the simpler elements. 
This mastery is a necessary preliminary, a sine gud non 
of a successful exercise of the art. The practice of scales 
and even figures must precede that of twirls and skips, 
the practice of a firm bow that of a springing bow, just 
as the practice of straight and continuous lines must 
precede that of scrolls and scattered dots and dashes. 
Let nobody imagine that any amount of twirling and 
skipping practice will equalise or otherwise improve his 
playing of scales, or any amount of springing give steadi- 
ness and strength to his bowing. And unless you have 
this equality, this steadiness, you are and will always 
remain a weak, ard uncertain player, whatever dexterity 





you may acquire. The wise thing to do is to make sure 
of the necessaries before looking for the luxuries, the 
meat before the sauce, the bread before the jam. 

Thus far we have only considered the technical side 
of the question. But there is also a spiritual side. The 
older works may be characterised as- pre-eminently 
healthy and sober, whereas the modern ones are for the 
most part affected by excitability, feverishness, and 
fantasticality. It is to a great extent the difference 
between the classic and the romantic, of which Goethe 
with a great deal of truth says that the one is the healthy, 
the other the morbid. Now, to preserve our own health 
we should have as much intercourse with the healthy as 
possible, and until we are fully developed and quite 
robust, we should avoid the morbid altogether. Study 
Handel before Wagner, and Haydn, Mozart, and Beeth- 
oven before Chopin, Berlioz, and Liszt. The older 
masters have a breadth, a power, a lucidity, a directness, 
which is rare in, nay almost unknown to, the later 
masters. All these are qualities worth acquiring, but 
there is one which they presuppose, or perhaps it would 
be more correct to say, which results from them, that is, 
calm self-possession, with its concomitant command of 
the resources of the art. The modern artist who wishes 
to gain these precious qualities can only do so by the 
assiduous study of the classics, and this study I recom- 
mend to young and old, to pupil and master, to singer, 
player, and composer. Let them alland always remember 
that IN RENOUNCING THE CLASSICS THEY RENOUNCE 
THE QUALITIES THEY ALONE CAN GIVE. 








THE ORGAN WORKS OF J. S. BACH. 
EDITED BY W. T. BEST. 
(Continued from page 197.) 
VOL. 1.* (Continued). 
No. 5, Prelude and Fugue in F minor :— 


Jens 74, 
Ex, 21. (Jn) eae [e=60.] 
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THIS work will be found in Vol. II. of Peters’ edition, 
No. 5, and is the fourth in order in the B—G Vol. XV. 
Spitta assigns it to the later Weimar period. It was not 
known to Forkel, who, with all his inquiries for many 
years, at the best sources, could only collect twelve such 
compositions, It was printed for the first time in the 
Peters edition, Dr. Griepenkerl being indebted to the well- 
known Leipzig organist, Carl Ferdinand Becker (1804- 
1877), for the MS., the only copy known to exist. This, 
with his fine library, Becker bequeathed to the city of 
Leipzig. The manuscript is in the handwriting of Johann 
Andreas Droébs (1784-1825), a celebrated organist in his 
day, and pupil of Johann Christian Kittel (1732-1809), who 
was one of the latest pupils of the great Leipzig cantor 
himself. Kittel was only eighteen years old when 
Sebastian Bach died, so there is good reason to suppose 
that he enjoyed the instruction ot that great man to the 
very last. From one and the same manuscript it would 
seem difficult for three editors to find occasion for differ- 
ing ; yet Dr. Rust discovered trifling oversights on the 
part of Dr. Griepenkerl, and Mr. Best finds room to 
improve on Dr. Rust, but, as may be assumed, the 
deviations are slight. Some fall under the class mentioned 
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at the outset, and with these I shall not again trouble the 
reader. In the prelude there is only one textual alteration : 
in Best, p. 48, 1. 2, b. 5, middle staff, the second 4 flat is on 
the second line ; in Peters, above the staff, as is the first. 
The reason for this transposition is seen two bars farther 
on. The B—G agrees with Mr. Best. The first variation 
in the fugue will be found in Best, p. 52, 1. 3, b. 7:— 











I have copied this extract, because merely to say that in 
the other editions the 4 minim, in the treble, is flat 
instead of natural, would not give the reader an idea of 
the importance of the alteration ; and have put the pedal 
notes an octave lower in the first bar just to keep clear of 
the other parts. The last bar of the second line, p. 54, 
has, in Best, this harmony :— 


Ex, 23. | 























Both Peters and the B—G have the second note of the 
tenor part d flat. I venture to consider Mr. Best’s read- 
ing justified by a reference to a four-note figure in the 
treble of the previous bar, which also occurs in the alto 
two bars earlier, and in the tenor a bar earlier still. I 
should have mentioned that five bars before the extract 
just given, all the 2’s are natural, the harmony being 
practically that of the dominant in C minor throughout. 
In Peters and the B—G the third 4 in the bass is marked 
flat. Another small, but important difference will be 
found in Best, p. 55, 1. 1, b. 3, middle stave, and Peters, 
p. 35, l. 2, b. 8; the former reading (fourth voice) /, 
d natural, g, the latter, a flat, f, g. The last variation 
occurs between Best, same page, bars 5 and 6 of the 
second line and Peters, p. 35, from the ninth bar of line 3. 
In the B—G, the passage is the same as in Best, but the 
alteration is given in small notes. 
































PEeTers. 














The above will illustrate several points in the edition, 
as well as the alteration in question, which appears to 
arise from some discrepancy in the manuscript copy. 


No. 6, Prelude and Fugue in G major :— 


[e=80.] 





Ex. 25. [J=96] 


In Peters’ edition this appears as No. 2, Vol. II., and 
in the B—G volume it forms the eleventh number. It 
also figures as No. 3 in the list included in Forkel, who 
possessed an autograph, which was purchased by the firm 
of Peters from Dr. Johann Friedrich Naue (1787-1858), 
music director of the University of Halle. From this 
precious manuscript, certified by Wilhelm Friedemann 
Bach as Jer manum autoris, errors in various copies were 
corrected, and so closely do the Peters and B—G editions 
correspond that the only variations are in the forms of the 
trilled “‘ graces.” There are three places, however, where 
Mr. Best differs from his predecessors, which will be 
pointed out. This prelude and fugue was completed in 
1724 or 1725, at Leipzig, according to Spitta, although, 
| like that in C minor (No. 1, Of the volume under notice), 
it had at an earlier period been subjected to the concerto 
form. The theme of the fugue (in the minor) was used in 
the cantata, “Ich hatte viel Bekiimmerniss” (known in 
England as “ My Spirit was in Heaviness”’), forming the 
subject of the choral fugue, the second number of the work. 
The cantata was composed for the third Sunday after 
Trinity, June 17th, 1714 (Weimar period). The first 
difference in the Best edition consists in the insertion of a 
crotchet note, ¢ sharp, in the highest part, p. 59, 1. 1, b. 3, 
such note not being in theothereditions The fourth bar, 
same page, line 3, seems, on the face of it, the correct 
reading, when compared with Peters, p. 8, 1. 4, b. 3:— 


Ex. 26. 















































In the fugue only one alteration is perceptible ; it will 
be found on p. 67, |. 3, bars 2 and 3. The subject is 
started in G minor in the pedal part two bars before. 
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To an ordinary observer, the above is unquestionably 
in G minor, the modulation to C minor taking place at the 
last beat of the second bar. In Peters and the B--G, the 
notes marked * are natural, which certainly must be 





wrong, as the context is so plainly contradicted. The 
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group in small notes belongs to the Peters and B—G 
version. 

And now I have finished the scrutiny of the text so 
far as Vol. I. goes, and taxed the patience of my readers, 
I am afraid, with the dry enumeration of apparent trifles ; 
but as in science no detail is too small or insignificant 
for observation and study, so it should be in art. The 
zsthetic import of the compositions I have not touched 
upon, for I am conscious of the reader’s qualification 
to judge of that aspect. It would be very easy to rhap- 
sodise or indulge in cheap “gush,” but the pages of 
this journal would hardly be the proper medium for 
such performances. To the musician who knows his 
Bach, description would be superfluous ; to those only 
capable of receiving impressions, without the power of 
analysis, it would be useless. As Spitta beautifully ex- 
presses it (II., 146), the enjoyment of truly great music, 
and the contemplation of nature produce a like effect— 
the strengthening of our moral tone combined with the 
purest pleasure. 

At this stage of my undertaking, however, I may be 
permitted to make a few observations on two points: the 
directions for registering, and the /empz. Concerning the 
former, Mr. Best is not unmindful of Bach’s actual ex- 
perience of organs, and ideal conception of what they 
should be, for it is well known that Bach was regarded as 
a great authority on organ-building. Consequently Mr. 
Best, in registering, presupposes an organ fully equipped 
at all points, taking the 32 ft. stops as the foundation of 
the pedal organ, and the 16 ft. as that of the manual, and 
requiring an instrument with at least three manuals, but 
not absolutely demanding the fourth, or solo organ. There 
is little inclination for the “ fancy” stops, but for sonorous 
combinations and contrasts. 

Few organists will, I fear, be able to play these works 
as directed by the editor, and for this they are to be 
pitied ; for your “ contract” organ of the ordinary church 
type is not the instrument Mr. Best has in view, nor is 
playing Bach’s fugues to cover the sound made by the feet 
of a departing congregation the highest use to which such 
music may be put. For an instance of the effective treat- 
ment of dialogue passages, I would direct the student’s 
attention particularly to the prelude in D, pp. 24 and 25, 
where he will find “ motives” of four notes alternating 
between pedal and manual ; and on page 25 this passage 
divided for two voices :— 


Ex. 28, 
4.2. 











oe a. 
It is obvious that Bach meant to distinguish these parts 
by some variety of tone, or they might as well have been 
assigned to one and the same voice. Other cases where 
the editor has thrown out valuable suggestions for the 
player will have been noticed and appreciated by those 
who have made themselves familiar with this edition. 
In the course of his remarks on the ¢emfo best suited 
to Bach’s organ compositions, Dr. Griepenkerl says :— 
“Independently of external circumstances and individual 
feelings, every musical composition that is fully worked 
out by the hand of a master bears in itself the ¢emfo at 
which it must be played, and the performer has only to 
give himself up to the work with the requisite self-denial, 
in order to feel with sufficient security the degree of its 
movement.” (Preface to Organ Works, Vol. II.) But 
he speaks of the tendency of individuals to regulate the 
tempo of performances by their own pulsation, according 
as their temperament may be sanguine or the reverse ; 
and ultimately submits an attempt to metronomise the 





various compositions, without, however, insisting upon a 
rigid compliance with it. To compare his ¢emzz, thus 
indicated, with those suggested by Mr. Best, is interesting ; 
and the result would seem to point to a more sanguine 
temperament in the Englishman than in the German. 
Whether Mr. Best’s rate of speed is excessive may be an 
open - soma that he adheres uniformly to his figures 
in performance is extremely problematical, inasmuch as 
an artist is not a pulseless time-measurer, if the expression 
may pass. Without further comment I append the figures 
given in the two editions—the B—G has none—and leave 
the reader to judge as to the approximation of either to 
his own conclusions on the subject :— 
| 


Best: Prelude, No. 1, {= 72; Fugue ¢j= 63. PETsErs: 
i No. 2,d=72; * 
»  No3,d=72; 
(Alla Breve, a = 66.) 
Prelude, No. 4, d=60 ; 
» Nos, d= 745 
” No. 6, g= 096; 


Note the remarkable exception in No. 4, the pathetic 
fugue in E minor. I well remember hearing this played 
at the conclusion of the “ service” at Westminster Abbey, 
the day before Good Friday, 1871, when Bach’s “ Passions- 
Music” (according to St. Matthew) was performed for 
the first time in an English cathedral. The effect was as 
touching as the music was sublime; it was played softly, 
and, if I can trust my memory, as slowly as indicated in 
Mr. Best’s direction. STEPHEN S. STRATTON. 

(To be continued.) 








THE PROFESSOR, THE STUDENT, AND 
WAGNER. 


DURING the course of a conversation I lately had with a 
well-known professor, I was much struck by his complaint, 
which I believe is not uncommon among teachers of com- 
position, that the music of Richard Wagner ever obtains, 
in spite of all efforts to counteract it, such a sway over 
the minds of youthful aspirants to fame that it becomes 
impossible to lead them along the beaten track of the 
older masters into that condition of technical mastership 
which alone renders it possible for them to employ their 
powers to the best advantage. He further added that all 
his attempts to dissuade them from the study and hearing 
of Wagner’s works were in vain, so great was the fascina- 
tion of this master ; and that too often, in their attempts 
at imitation, wild extravagance usurped the place of sober 
reason. 

Now, I think that if the worthy professor were to plunge 
a little deeper into the matter, he would find that the 
fault, if fault there be, lies very little with Wagner—who, 
besides, could hardly be expected to calculate in his 
world-works what effect these would produce on a few 
boy or girl students—and very much with himself. It 
were as wise to expect the iron to run from the magnet as 
to suppose there were any logic or technical consideration 
which could cause the youtfhul heart, warm with aspiring 
enthusiasm, to shun the life-glowing music of Wagner. 
Any resultant harm must be ascribed, not to this, but to 
the short-sighted method of teaching which prevails ; 
as if, indeed, it were possible that aught but good could 
come of contact and sympathy with such a glorious 
genius. 

If, instead of endeavouring to hide Wagner’s works 
from sight, our professor were, on the contrary, to place 
them before the student, expound their method, and its 
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vraison-d@’étre, he would discover that this music, instead 
of being a let and hindrance to the student, is able, more 
than any other perhaps, to advance him in the under- 
standing and practical pursuit of his art-work. The un- 
trained mind, while naturally captivated and impressed 
by all that is peculiar and strange to it in Wagner, fails 
to perceive that his main strength lies, not in his unlike- 
ness, but in his likeness, to his predecessors. While their 
eyes are caught by the sometimes curiously formed letters 
of his works, they remain blind to the underlying sfz77?, 
‘ and think, by the imitation of what is comparatively 
superficial, to reproduce the grand soul which animates 
the whole. 

The groundwork of Wagner’s strength lies in the 
nature of his melody. Melody is the very essence, the 
protoplasm, of music. Until the student can write a fine 
melody, of what use is all the “working out,” ‘“ develop- 
ment,” and “ modification” in the world, save to make the 
weary listeners yawn? The extreme importance of study- 
ing and understanding this melody cannot be too much 
insisted on. 
with which it is set forth, and the extreme significance of 
every interval, make it most useful to the learner, for the 
thought which other composers often scatter over many 
works is concentrated by Wagner into one or two bars. 
He seems to have had the power of bestowing life and 
speech on each phrase, indeed on each note. The 
strength and massiveness of his harmony is equally to be 
noted ; but perhaps chief of all, the extraordinary wealth 
of suggestive rhythm which he is able to compress into a 
single short theme. The stirring eloquence which results 
from this combination of qualities gives to Wagner’s 
melody a didactic power possessed in an equal degree by 
that of no other composer. 

When once the student has succeeded in writing a fine, 
broad, noble melody, it will be time enough to cultivate 
his power of carrying on the thought which it embodies ; 
and here again the clear methods of Wagner are of the 
greatest use—so perfect is the unity in variety of his works. 
To the student it must be pointed out that the great master 
derived his unparallelled constructive power from careful 
study of Bach, Mozart, and Beethoven, and that until he 
too has mastered this it will be impossible for him to enter 
on more advanced work. It must also be shown that the 
wonderful use of harmony in Wagner was preceded by a 
masculine simplicity, and that so long as simple means 
sufficed to depict his emotions, he employed such only. 
Herein lies the difficulty of the good professor, which 
may, however, if he but grasp the means, be turned to 
advantage. Original and striking harmonic effects arise 
not from the fingers dropping by chance on some un- 
thought note of the pianoforte, nor yet from seeking to 
make something “pretty” and “new.” Far from it. 
Every harmony has its fit and proper place in music 
language, and unless it be understood what and where 
this place be (which is to be learnt from no musical 
grammar, be it written by a whole board of professors), 
cannot be employed ; for it is only given to him who has 
something in his heart to utter, to seek and find fit words, 
and only when he has exhausted the existing musical 
dictionary in vain for wherewithal to express his deep 
emotion, does it become needful, or indeed possible, to 
invent anew word. Wagner’s harmonic inventions (and 
those of his elder brother, Bach) were the result of emo- 
tions so profound that they could be depicted by no other 
means. When the student experiences the same pro- 
fundity of feeling, he will find for himself means by which 
to utter it, till then let simpler methods suffice. 

The same with regard to form. These outward signs 
of an inward spirit cannot be imitated, they must be 


In its primal form, the severe simplicity‘ 





felt. The mind, the emotions, rather than the fingers, 
require cultivation. A great soul will soon perceive the 
fitness or unfitness of what means of expression are to 
hand, and use them accordingly ; but‘ by no technical 
dexterity can this instinct be acquired. Curious sounds 
may be manufactured, but they will be devoid of meaning ; 
it is possible to talk nonsense in music as well as in 
language—alas! perhaps more so ! 

If all this be explained to, instead of hidden from the 
student, ‘he will no longer attempt to ignorantly imitate 
the peculiar portions of Wagner’s works, but will en- 
deavour to understand and feel the reason for these, the 
emotion which called them into being ; and this very at- 
tempt itself will do more to educate his mind and musical 
faculties than the collective precepts of all the professors 
that have been since the world began. What requires to 
be enkindled and ever fed in the student is enthusiasm, 
glorious, heart-firing, life-breathing enthusiasm, the parent 
of love, veneration, and all great deeds. 

G. W. L. MARSHALL-HALL. 








GLOUCESTER MUSICAL FESTIVAL. 


THE one hundred and sixty-sixth meeting of the Three 
Choirs was celebrated at Gloucester on the 3rd, 4th, 5th, 
and 6th ult., when all that could be done to ensure success 
was evident in the general arrangements. Works new 
and old were selected with judgment and care, and while 
the list of artists engaged as executants showed a fair pro- 
portion of well-known, not to say renowned names, there 
was also a disposition to give a hearing to younger 
singers, a commendable and praiseworthy design, but 
requiring reserve and skill in the application. The 
principal vocalists were Madame Albani, Mrs. Ambler 
Brereton, Miss Anna Williams, Miss Hilda Wilson, Miss 
Mary Morgan, Mr. Edward Lloyd, Mr. William Nicholl, 
Mr. Barrington Foote, and Mr. Brereton. Mr. Carrodus 
led the orchestra ; Dr. Langdon Colborne and Mr. W. 
Done officiated as organists; and Mr. C. Lee Williams 
conducted. 

As usual at Gloucester there was a sermon preached by 
the Very Rev. the Dean, at the Tuesday morning service. 
This service had, as its musical features, the canticles, 
Garrett, in F, and the anthem, “ The Wilderness,” S. S. 
Wesley. It is neither desirable nor proper to criticise a 
musical performance forming part of an act of worship ; 
but the suggestion may be offered that a little more care 
be bestowed upon the preparation of the music for such 
offices. The sermon by Dean Spence was as admirable 
in subject as in treatment ; and was as appreciative of the 
holiness of art, as it was eloquent in its pleading for the 
charity the festival is designed to aid. 

Festival proceedings proper began at half-past one in 
the afternoon of Tuesday, the 4th, with Mendelssohn’s 
Elijah. With the exception of Messrs. Nicholls and 
Brereton, the whole of the vocal soloists named above took 
part in this performance, with further aid in the quartets 
and concerted pieces from Mr. F. Evans, Mr. Woodward, 
and Mr, A. Thomas. In many respects the performance 
was good ; the chorus, one of the best ever heard at these 
gatherings, did every justice to its part, and Madame 
Albani, Miss Anna Williams, and Mr. Lloyd, left no loop- 
hole for criticism in their work ; but the Elijah of Mr. 
Barrington Foote was better in the intention than the 
realisation. 

Tuesday evening witnessed the production of several of 
the festival novelties, the programme beginning with Mr. 
Joseph Bennett’s poem, “The Dream of Jubal,” set to 
music, partly as accompaniment to recitation, by Dr. A. C. 
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Mackenzie. I am not able to find any satisfactory defini- 
tion for this work, but it is too well known to need 
description. Taken as a whole, I was very much struck 
with it, and heard the performance with great pleasure. 
This may not be very sound criticism, but the impression 
the work made upon me was very favourable. Since the 
hearing of it, I could, were it needed, point out here and 
there what I have thought a weak place, one in particular, 
where the composer has apparently brought in a powerful 
climax for nothing—see the introduction to No. 4, the 
triumphal march and chorus. Mr. Lloyd sang the “ Song 
of the Sickle” with such animation and spirit as to 
arouse the audience to a high pitch of enthusiasm. Miss 
Anna Williams, Miss Mary Morgan, and Mr. Barrington 
Foote, also did good work in the performance. The band 
and chorus were perfect in their departments, and Mr. 
Fry, as the reciter, sustained his somewhat protracted 
duties in a highly praiseworthy manner. The composer 
himself conducted, and was the recipient of all kinds 
of friendly demonstrations at the conclusion of the per- 
formance. “The Dream of Jubal” may be accepted as 
the “limit ” work of its kind; and it speaks volumes 
for the composer and poet that both were able to retain 
the interest and attention of the audience to the last. 
A second experiment on the same scale would not, I 
think, be so successful. ‘ 

The second part of the Tuesday evening’s programme 
was the only miscellaneous selection given during the 
festival, a cause for congratulation ; and as it was very 
good of its kind, there was still further cause for satisfac- 
tion. The first item was vaguely put down as Violin 
Concerto, No. 2, Hans Sitt. Without wishing to say 


anything disrespectful of those classics, the violin concertos 
of Beethoven and Mendelssohn, I must confess to a desire 


to hear something new in that line; it was, therefore, 
pleasant to see a new name honoured with a place ina 
festival programme. My note-books gave me a few par- 
ticulars of this composer, who was borr. at Prague, Sept- 
ember 21st, 1850. The concerto in question is in A minor 
(Op. 21), and in the usual three movements, the first two 
linked together. Without venturing to call it a great 
work, I am inclined to rate it higher than some of my 
critical colleagues felt justified in doing; while for its 
performance by Mr. Bernhard Carrodus, I have no ex- 
pression but that of unqualified praise. The young artist 
played not only with finished execution and refined 
expression, but with a warmth of feeling, and, where 
necessary, bold, dashing virtuosity, that at once established 
his position as a violinist. He was enthusiastically 
recalled after his brilliant exploit. Miss Rosalind F. 
Ellicott, whose name has appeared in three successive 
Gloucester festivals, was represented by a short cantata, 
for soprano solo, chorus, and orchestra, a setting of Mrs. 
Hemans’ poem “Elysium.” Not the most suitable subject 
for musical treatment I should say, yet Miss Ellicott has 
contrived to invest it with both interest and charm. Miss 
Anna Williams sang the tasteful solos in her best manner, 
and the choruses were equally well given. In the scoring 
Miss Ellicott is a little too lavish of the resources at her 
command, and the work suffers in consequence from lack 
of contrast and repose. Mr. Williams conducted the per- 
formance, and in response to a hearty call, brought the 
.clever young composer forward to receive the congratula- 
tions of the audience. Verdi’s “O tu Palermo,” well 
sung by Mr. Barrington Foote, and Handel’s “ Lascia 
ch’io pianga,” a triumph for Miss Mary Morgan, com- 
pleted the programme. 

On Wednesday morning, September 4th, Dr. Hubert 
Parry’s oratorio Judith was performed. This striking 
and powerful work was conducted by the composer, and 





the soli parts were taken by Miss Anna Williams, Miss 
Hilda Wilson, Mr. Lloyd, and Mr. Brereton, with Masters 
Jones and Leeson, of Worcester and Hereford cathedral 
choirs, as the children of the king. The performance 
was admirable in every respect, the chorus-singing 
being marked by dramatic force, and the artists just 
named doing every justice to their part of the work. 
Judith, however; cannot be classed with those oratorios 
whose real home is the church ; it is for the concert-room, 
and might very easily be transferred to the stage. Ros- 
sini’s Stabat Mater followed, and the difference between 
music with a purpose, and that existing for its sensuous 
charm alone, was significantly impressed upon the listener. 

Wednesday evening brought to a hearing a composition 
that was looked forward to with great interest, the 
work of Mr. C. Lee Williams, the conductor of the 
festival, a gentleman already known as an accomplished 
organist and an able conductor. “The Last Night at 
Bethany,” a church cantata, has been spoken of as 
analogous to the cantatas of Sebastian Bach, but upon 
what grounds I am not quite able to see. It is, how- 
ever, sufficiently good to stand upon its own merits. 
The book has been written and compiled by Mr. Joseph 
Bennett, and its fluent verses are devotional in teeling. 
There is no story exactly, nor obvious connection between 
the numbers, the anointing of the feet of Christ by Mary 
being the central picture as it were. The tone of the 
music is throughout that of religious feeling. At first 
the impression one receives is that the treatment is too 
fragmentary, there being little development ; this, how- 
ever, seems to me to result from a desire to express the 
words with fidelity. As the work progresses it gains in 
interest, and the closing numbers are as satisfactory from 
a purely artistic standpoint, as they are impressive and 
touching in performance. Madame Albani, Miss Hilda, 
Mr. Lloyd, and Mr. Brereton, took part in the performance, 
which was remarkably good, the band and chorus working 
with zeal and right good will. After the cantata the first 
two parts of Haydn’s Creation were given, with Madame 
Albani, Mr. W. Nicholl, and Mr. Brereton as vocal 
principals. This programme drew an enormous congre- 
gation, 3,500 persons attending. Something of this was 
due to the liberal policy of throwing open the transepts, 
aisles, and ambulatories of the cathedral at a shilling, and 
also doubtless to the desire of the Gloucester citizenstoshow 
their organist how highly they esteemed him and his work. 

Thursday was given up in a great measure to the com- 
positions of Sir Arthur Sullivan. So far as I can remem- 
ber it was a unique experience to hear three important 
works by the same composer in one day at a “ Three 
Choirs” Festival. Sullivan’s “In Memoriam” overture, 
like many of the works of genius, owes its origin to a 
great sorrow—the death of his father. It is a noble work, 
and as performed in the cathedral, with the fine organ 
blending with the orchestra in the coda, the effect was 
grand in the extreme. The early oratorio, Ze Prodigal 
Son, followed, Madame Albani, Miss Hilda Wilson, Mr. 
Lloyd, and Mr. Barrington Foote, being the soloists. 
Produced in 1869, at Worcester, the work though 
admirable in many ways, is, in some of the solos more 
particularly, a specimen of the music of a day gone by, 
possibly for ever. As a revival it was very interesting, 
for it brought vividly before one the extraordinary change 
that has taken place in the treatment of oratorio. The 
performance of both works, under the direction of the 
composer, was exceedingly fine, the overture leaving an 
impression that will not soon pass away. Gounod’s 
Messe Solennelle (St. Cecilia), with the same principals 
(contralto of course excepted) came next, and a fine per- 
formance was given under the conductorship of Mr. 
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Williams. For an ordinary concert these works would 
have formed an ample programme, but at the Gloucester 
Festival it seems to be the custom to have at least one 
performance of “divine length,” as Schumann said of 
Schubert’s great symphony. Certainly the interval of 
an hour rests the listener, if it is of little service to the 
critic ; and thus refreshed, back came the audience to hear 
Spohr’s Last Judgment, with Miss Anna Williams, Miss 
Mary Morgan, Mr. Nicholl, and Mr. Barrington Foote, as 
principals. The last three in this work did excellent service, 
and appeared to greater advantage than in anything they 
had hitherto undertaken, while Miss Williams, always 
to be relied upon, sang with all the earnestness and 
fervour the music demanded, the result being a most 
edifying performance of this beautiful composition. 

Thursday evening saw Sir Arthur Sullivan again at the 
conductor’s desk, this time at the Shire Hall, which 
was thronged with a brilliant audience assembled to 
hear the wonderfully popular cantata, “The Golden 
Legend.” This was its seventh performance at a pro- 
vincial festival, and the work is only three years old! 
Madame Albani and Mr. Lloyd, the creators of the parts 
of Elsie and Prince Henry, added another to the triumphs 
already recorded ; Miss Hilda Wilson strengthened the 
favourable opinion her Ursula had previously gained ; 
Mr. Brereton sustained with telling effect the part of 
Lucifer ; and Mr. Stanley Smith did good service as the 
forester. The chorus was superb, and the orchestral 
playing without a flaw, and the whole performance was 
equal to any of its predecessors, not excepting the 
initial one at Leeds in 1886. More need not be said. 

Handel’s Messiah brought the festival to a close on the 
Friday morning. Here became apparent a mistaken 
policy on the part of the managers. Three years ago the 
seemingly impregnable position of this oratorio was 
shaken by a performance below festival standard ; that 
mistake has been repeated this year. With the exception 
of Madame Albani, Miss Hilda Wilson, and Mr. Brereton, 
the soloists on the 6th ult. were either without experience 
in Handel’s music, or without the vocal qualifications for 
so large a building. Added to which was a serious break- 
down in the odd/igato to “The trumpet shall sound.” 
The chorus sang magnificently, and with the soloists 
named, just saved the work. I believe the attendance on 
the Messiah morning has for the last two festivals been 
on the decrease ; and if the authorities wish to preserve 
the oratorio they must strengthen the cast. There are 
many to whom the Festival means the Messiah, and so 
long as such provide an audience, the least that should 
be done is to present the work with all efficiency. A 
special service took place in the nave at half-past six, 
when Mendelssohn’s “Hymn of Praise” formed the 
anthem, and the “ Hallelujah” from Beethoven’s “ Mount 
of Olives,’ was sung before the Benediction. The 
cathedral was crowded. 

Taken as a whole, the Gloucester Festival of 1889 will 
compare favourably with many that have gone before ; 
and it is to be hoped that the charity will benefit by the 
zealous labours of all concerned in its preparation and 
consummation. Ss. S. S. 


e 








Foreign Correspondence, 


MUSIC IN LEIPZIG. 
(FROM OUR SPECIAL CORRESPONDENT.) 
September, 1889. 
Most musicians have heard how Tausig, in his earlier 
public performances, despised all rhythm to such a 
degree that in a period of eight bars he often employed 





as many as four different ¢empz/ In his later years, 
when he became a ripe artist as well as.a consummate 
virtuoso, Tausig used to play in absolutely “strict” time. 
When asked the reason for this change of practice, he 
replied, “I learnt from Strauss the powerful effect of 
fine rhythm and firm ¢emo, and, recognising their value, 
I at once determined to break myself of the habit of in- 
cessantly using ¢empo rubato.” 

I was reminded of the story above by the visit of 
Eduard Strauss and his band. They gave concerts every 
evening in a public garden, making only a small charge 
for admission, and the audiences were always numerous. 
From Eduard Strauss no one could ever gain just ideas 
of rhythm ; it was the great Johann who so strongly im- 
pressed Tausig. Eduard Strauss, like so many of our 
modern conductors, is thoroughly infected with the ¢empo 
rubato craze, applying it even to dance-music. The 
irresistible swing of strict time becomes all the more cap- 
tivating by the delicate deviations from it which Johann 
Strauss knew so well how to introduce. But by Eduard 
Strauss these fine lines of shading are entirely obliterated 
—heavy, awkward, exaggerated strokes of his own taking 
their place. As a composer of dance-music Eduard 
Strauss does not rise above the ordinary level, and cannot 
be compared with Johann Strauss, whom the severest 
purists have admitted to rank as a “classic” in his own 
particular domain. The orchestra played well, but not 
any better than many others we could name which have 
devoted themselves to the service of Terpsichore. 

The “Paulus” Society of students held its summer 
festival on the 15th of July. Owing to unfavourable 
weather, the concert, which is usually given in the gardens 
of the Crystal Palace, had to take place in the rooms of 
the Albert Hall. Herr Professor Dr. Kretschmann, the 
conductor, who is rather a learned than a practical 
musician, proved anew by the programme selected that 
his sympathies are all in the “modern” direction. The 
opening number was the First Finale from Berlioz’s Faust, 
the orchestral portion being executed by a military band, 
which was substituted for a regular orchestra throughout 
the concert. The other orchestral items included Liszt’s 
“ Tasso,” “ Dimmerung,” and “Tanz unter der Dorflinde” 
(Reinecke), and “ Au Village” (Godard). The execution 
was moderately good, but eachand every piece was received 
with great applause. An invited audience, intending to 
remain after the concert for dancing and other social 
pleasures, is of course easily pleased. The chorus of 
students performed the following :—“ Lied von Herr von 
Falkenstein” by Brahms (the orchestral accompaniments 
arranged by Heuberger),“ Deutscher Siegesgesang ” (Will- 
ner), “ Waldmorgen” (Goetz), “ Kiifergesellen ” (Rheinber- 
ger), “Waldchor,” from Pz/grimage of the Rose(Schumann), 
“ Schlafwandel” (Hegar), and some “ Volkslieder” (Sil- 
cher). In most of thesethe students exhibited commendable 
qualities—good volume of tone, resonance of quality, pure 
intonation, and clear pronunciation. Our other students’ 
Society—the “ Arion”—also gave a summer festival, thus 
affording us an opportunity of comparing it with the 
“Paulus” Society—a comparison, as the event proved, 
only honourable to both, inducing a feeling of thankful- 
ness that we possess two such excellent societies. The 
members of the “ Arion” are mainly recruited from the 
“ Thomaner,” and for that reason have generally received 
a good musical training. The “ Paulus,” though boasting 
larger numbers, surpasses its rival in this particular only. 
The “Arion” Society’s two concerts were conducted by 
Herr Musikdirector Miller. At the first, on July 21st, which 
was devoted to sacred music, the following works were 
brought to a hearing :—“Gott ist gross und allmiichtig,” 
hymn, with accompaniment of two horns and three 
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trumpets, by Jadassohn ; a “ Veni creator Spiritus,” by Ver- 
hulst; a setting of the Twenty-third Psalm, by Gustav 
Schreck ; “Exulta nobis,” by Reinecke ; and a sacred song 
by Richard Miller, “In deinem Namen geh’ ich aus.” The 
soloists engaged were Fraulein Camilla Bischoff, who 
sang a very commonplace Psalm by Albert Becker ; and 
Herr Georg Trautermann, a well-known local tenor. 
Herr Julius Klengel, our eminent violoncellist, played a 
Sarabande of Bach and Largo of Handel in masterly 
style. At the second concert (secular) a remarkable 
selection of male-voice choruses by some of the great 
masters proved highly acceptable to the audience. We 
enjoyed this concert far more than many others at which 
novelties of doubtful value have been presented. 

We were much interested in the performances of a 
band of Swedish students (conducted by Herr Normann, 
himself a student), who lately visited our city. The 
characteristic melodies of Sweden, interpreted most 
beautifully in every way, pleased the public beyond 
measure. Further opportunity of criticising Swedish 
vocal ability was afforded at a concert given by another 
party of six natives, who performed works by Kiicken, 
Abt, Nessler, Pfeil, and Riccius. They might have 
chosen more representative composers, it is true, but the 
excellent way in which they sang all the pieces proved 
that Sweden now-a-days deserves to be called the “land 
of song.” 

In my next letter I intend to give you an account of 
our Opera, which has lost many of its best singers and is 
experimenting with new ones. 

The Gewandhaus directors are just inviting subscrip- 
tions for the ensuing season. The first concert is to take 
place on the roth of October. We sincerely hope that 
this oldest and best proved institution of Leipzig may 
meet with the support it deserves, that its high reputation 
may be maintained, and its glory augmented. 


MUSIC IN VIENNA. 


THE Imperial Opera is again in full swing, chiefly for the 
delectation of foreign and provincial visitors, the Kaiser- 
stadt being as deserted (!) as London at this season, 
with this difference—that our well-to-do families do not, 
as a rule, leave town for good, as far as the male members 
are concerned, who habitually return every evening to the 
summer retreats selected for their wives and children for 
a prolonged stay from spring until autumn in the more or 
less immediate and truly magnificent environs of this 
beautiful city. During the first four weeks of the operatic 
season, no less than twenty-two different operas—viz., 
Lohengrin, Goldene Kreuz, Figaro, Robert, Barbier, Faust, 
Walkiire, Glockchen des Evemiten, Afrikanerin, Otello 
(Verdi), Carmen, Zauberflite, Tell, Postillon, Merlin, 
Meistersinger, Hugenotten, Orpheus, Sonnambula, Romeo 
und Fulie, Fidelio, and Prophet—in addition to four 
superbly mounted ballets, have been given! with that 
perfection of artistic esemble to which we are here accus- 
tomed—a managerial feat which is unapproached by any 
other operatic zmpresa. In order to facilitate the execu- 
tion of the enormous amount of labour connected with 
this great institution, the question of the complete separa- 
tion of the management of opera and ballet respectively 
has been raised, the famous costumier and painter Franz 
Gaul, an artist of consummate taste and culture, being 
mentioned as the future head of the terpsichorean depart- 
ment, with Hassreiter, who was in 1864 first dancer at 
Stuttgart, and has been engaged at our Imperial stage 
since 1870, a perfect adept at his craft, as master of the 
ballet ; the present eminent director-in-chief, Wilhelm 
Jahn, filling the dual position of superintendent and or- 





chestral conductor (almost unrivalled in either capacity) 
of the opera only. The excellent stage-manager, Herr 
Tetzlaff, formerly of the Royal Dresden stage, who, after 
his eight years’ labour here, will perform the same im- 
portant duties at the Berlin Opera, took his farewell at a 
performance of Rossini’s Ze//, when a cordial farewell 
address and an album containing the likenesses of all the 
members of the Imperial Opera were presented to him by 
the famous tenor, Winkelmann, besides a magnificent 
wreath by the lady solo-singers, with their names inscribed 
upon the handsome blue ribbons. Herr Tetzlaff’s exit is 
expected to realise a saving of about £1,000 sterling per 
annum. ; 

Both candidates for the position vacated by the bari- 
tone Theodor Reichmann—Herr Joseph Ritter and Herr 
Franz Neidl—both Austrians by birth, pleased greatly at 
their respective performances, and have been secured for 
the Imperial Opera, their engagements to commence after 
the expiration of their contracts at the Hamburg and 
Mannheim stages respectively. Fraulein von Artner, of 
the Leipzig stage, who made a decided “hit” as a genuine 
soubrette in various yvéles, and Fraulein Louise von 
Ehrenstein, recently engaged at the Berlin Opera, who 
has a beautiful and sympathetic soprano, both Austrians 
and pupils of our conservatorium, have likewise been 
added to our splendid ¢rouge. Meantime our new 
basso, Herr Grengg, from Leipzig, has established him- 
self as a general favourite. , 

The opera selected for performance on the occasion of 
the Emperor’s “ namesday” (4th October), is Der Vasal/ 
von Sziget, by Smeraglia (first time), born at Istria 
(Austria), whose opera King Nala is said to have met 
with considerable success, another fremiére in view 
being Lortzing’s Betden Schiitzen. 

Lohengrin has been given here 250 times—for the first 
time on the 19th August, 1858—and A. Thomas’s Hamlet 
fifty times, since the 14th July, 1873. 

Considerable activity is likewise displayed by the 
Theater “ an der Wien,” which, after opening its season 
with Arthur Sullivan’s M¢kado, announces the following 
novelties :—Kafpitdn Fracassa, by Rud. Dellinger ; Der 
arme Jonathan, by Millécker; and Das Orakel, by J. 
Hellmesberger, junior. 

Ludwig Rotter, the oldest and well-known composer 
of church music of this city, celebrated his eightieth 
birthday, on which occasion, although afflicted with com- 
plete deafness, he played on the piano some compositions 
by Mozart, Méhul, and Rossini, with surprising executive 
agility, to the sincere gratification of his friends. 

The medal for “ Art and Science” has been bestowed 
by the Emperor upon the “ Schubert” Society (“ Schu- 
bertbund”) in recognition of its fifty years’ services to 
musical art, and Johannes Brahms has, by way of ex- 
ceptional distinction, received the Austrian Order of St. 
Leopold, which had hitherto been exclusively reserved 
for military officers, a clear proof (if such be wanted) of 
the high value at which musical art is held in this country, 
although, on the other hand, undoubtedly the name of the 
illustrious Hamburg composer is likely to outshine and 
outlive that of many generals of the Austrian army ! 

Yet another pupil of our Conservatorium (Professor 
Retz)—belying her somewhat unmusical name of (Emilie) 
Hrzic—has made a successful début as Agathe (Frez- 
schitz) at Mannheim ; and Parisian papers record the 
success achieved by our,“ young ladies’ orchestra ””—com- 
posed mostly of girls of from twelve toeighteen years of age, 
including some children—by their tasteful execution of the 
captivating tunes of Strauss, Fahrbach, Gungl, &c., under 
the conductorship of youthful Lucie Rauscher. The re- 
presentatives of Croat music from Agram (capital of the 
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Austrian province of Croatia) were likewise found very 
attractive at the Paris Exhibition, both by the originality 
of their national strains and the picturesqueness of their 
fanciful costume. 

Karl Goldmark has completed at Gmunden, in Upper 
Austria, two symphonic overtures, “ Prometheus Bound,” 
and “ Spring,” which will first be performed at Dresden, 
and probably also heard at our Philharmonic concerts 
during next winter. This composer, who is intent upon 
writing a new opera, has several libretti based upon 
legendary subjects before him, but his choice will most 
likely fall upon Goethe’s “ Egmont.” 

A memorial tablet has been placed upon the house at 
Ottakring, near Vienna, where the eminent composer and 
conductor A. M. Storch died, bearing the following in- 
scription :—“ Here lived the composer Arthur M. Storch 
(died 31st December, 1887). Dedicated by the Manner- 
gesangverein Ottakring Liedertafel to their honorary 
member ;” and the marble monument to the immortal 
poet Walther von der Vogelweide, the work of the 
Viennese sculptor Heinrich Natter, has been unveiled at 
Bozen “as a testimony to the German sentiment of the 
most southern German town,” these being some of the 
words inscribed upon the “dedication,” deposited along 


with some Austrian coins of the present day, a history of 


the monument, newspapers, and other prints referring to 
the poet, below one of the slabs, upon which the monu- 
ment has been erected. 

Owing to the magnificent success of the centenary 
representation of Mozart’s Don Juan two years ago at 
Salzburg, similar-model performances of Figaro’s Hochzeit, 
by nearly the same constellation of celebrated artists, are 
contemplated for July next at the lovely town on the 
Salza, the composer’s birthplace. Hans Richter is to be 
the conductor, who also conducted Don Juan, in which 
Marie Wilt, Marie Lehmann, Bianca Bianchi, Heinrich 
Vogl, Theodor Reichmann, Staudigl, &c., also took 
part. 

The well-known pianist Fraulein Gisela Gulyas has been 
engaged by the zmpresario Steyskal for a series of 100 
concerts upon the “Janko Claviatur,” which she plays 
with perfect virtuosity, to be given in Germany and 
Austria-Hungary. I have referred more fully to this in- 
genious innovation in a previous letter. A ropos of this 
novel construction, I may add that the pianoforte-maker, 
V. Linhard, of Prague, has invented a piano-harmonium, 
which, through an easy manipulation, can be used either 
as a pianoforte or as a harmonium, or as both instruments 
combined, The invention has been patented for England 
and France, and is to be, or has been, introduced at the 
Paris Exhibition. 

At the same Bohemian city, L. Spohr’s /essonda (com- 
menced in 1821 at Dresden, and finished at Cassel) has 
been revived upon the German operatic stage, the decided 
success being in a large measure due to the magnificent 
mise en scone and to the altogether fine performance under 
the Jaton of the new conductor Rehbock, pupil of Liszt. 

Director G. Mahler, who has won distinction by the 
very clever completion of Weber’s Dre Pintos, has suc- 
ceeded in restoring the opera at Budapest within the 
space of about a twelvemonth to both artistic and finan- 
cial prosperity. The deficit of about 600,000 florins 
which had burdened the establishment, notwithstanding a 
subvention of almost the same amount, has disappeared, 
and, in addition to some excellent performances of Gluck, 
Mozart, and Weber’s masterpieces, and several national 
works, Wagner’s Lohengrin, Rheingold, and Walkiire 
have been produced (without a cut) with extraordinary 
éclat, Siegtried, Gitterdimmerung, and Tristan, will be 
given for the first time ; and Zannhduser and Der Flie- 





gende Hollander will be revived with corresponding com- 
pleteness during the winter season. 

Alexander Wheelock Thayer, Consul at Trieste, who 
has devoted his whole life to the collection of the material 
for his great Beethoven biography, has accepted the 
dedication of the very interesting pamphlet, “ Beethoven’s 
Sojourn at Dobling,” which is obtainable at the office of 
the burgomaster at Oberdébling, near Vienna, for some- 
thing less than one shilling sterling. 

The death is recorded at Oberdobling, near Vienna, of 
Ernst Frank, aged 43, late conductor of the court opera 
at Hanover, excellent pianist, and composer of the opera 
Hero. Likewise of the Hungarian composer J. Scioletich. 








OUR MUSIC PAGES. 


THE Barcarolle from Gustav Jensen’s Suite for violin 
and piano will be welcome to our readers. It is full of 
sunshine ; and the vigour and passion of the middle 
section prevent the sweetness of the first and last sec- 
tions from cloying the hearer. The rich and beautiful 
melodiousness of the piece, together with its interesting, 
musicianly harmonic support, form a ‘out-ensemble of 
great charm. How the violinist will be carried away by 
his fascinating task, and with what delight the pianist 
will follow him! As to the audience, their blissful state 
may be gauged by that of the performers. 








Rebtews. 


Harmony; Its Theory and Practice. 
Prout,’ B.A. London. 
London : Augener & Co. 


A LARGE octavo volume of 260 closely printed pages, 
written by a composer, teacher, and critic of high reputa- 
tion, which even a cursory glance shows to be a work of 
very great weight, ought not to be reviewed without a 
previous careful reading and calm consideration of the 
contents. Although we have not yet had time for sucha 
reading and such a consideration, the book being issued 
only a few days ago, we have seen enough to be able to 
say that Mr. Prout’s Harmony; Its Theory and Practice 
is not a work which the author undertook with a caur 
léger, but one to which he applied himself earnestly, 
giving to it unstinted labour as well as bringing to bear 
upon it eminent ability. Consequently, he and we have 
now the satisfaction of knowing that a treatise of special 
usefulness has been added to the enormous literature on 
the subject which exists already. Postponing a thorough 
discussion of the work till next month, we shall confine 
ourselves on this occasion to the statements that the book 
is admirably got up, and richly illustrated with musical 
examples, and that the headings of the chapters run as 
follows :—I., Introduction; II., The Harmonic Series ; 
III., Key, or Tonality ; IV., The General Laws of Part- 
Writing ; V., The Diatonic Triads of the Major Key: 
Sequences ; VI., The Inversions of the Triads of a Major 
Key; VII., The Minor Key ; VIII., The Diatonic Triads 
of a Minor Key and their Inversion; IX., The Chord 
of the Dominant Seventh; X., Key Relationship— 
Modulation to Nearly Related Keys—False Relation ; 
XI., Auxiliary Notes, Passing Notes, and Anticipations ; 
XII., The Chromatic Scale—Chromatic Triads in a Key ; 
XIII., The Fundamental Chords of the Seventh on the 
Supertonic and Tonic; XIV., Chords of the Ninth— 
Enharmonic Modulation ; XV. Chords of the Eleventh ; 


By EBENEZER 
(Edition No. 9,182; net, 5s.) 
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XVI., Chords of the Thirteenth; XVII., The Chord of 
the Augmented Sixth ; XVIII., The So-called “ Diatonic 
Discords” ; XIX., Suspensions ; XX., Pedals; and XXI., 
Harmony in Four and more than Four Parts. 

This, along with the preface printed in last month’s 
MONTHLY MUSICAL RECORD (p. 213), will give the 
reader an idea of the nature and scope of Mr. Prout’s 
new work. 


Musical Sketches for piano. By E. PAUER. (Edition No. 
8,314; net, 2s.) London: Augener & Co. 


THESE twenty short characteristic pieces show through- 
out the hand of the master craftsman and the mind of 
the poet. They will be welcomed by teachers ; for, being 
easy, they can be given into the hands of little advanced 
players ; and, being poetic and well-written, they cannot 
fail to have an zsthetically educative influence. But the 
matter and manner of these charming compositions 
assure for them a larger public than teachers and 
learners. To mention with praise a piece here and there 
would be an injustice to the composer and the pieces not 
specially mentioned, as there is none we could wish 
away. As arule, titles mean little or nothing, but in this 
case they do mean something. Indeed, they indicate 
truly the fanciful nature and poetic contents of the 
pieces, for which reason we do not hesitate to quote 
them. (1) Prelude; (2) Song; (3) Bourrée; (4) Sara- 
bande ; (5) Gavotte ; (6) Tarantelle-Study ; (7) Romanza; 
(8) Siciliano ; (9) The Warrior’s Prayer ; (10) Rococo; 
(11) Swing-Song ; (12) Legend ; (13) The Spinning Top; 
(14) Evening ; (15) In Memoriam ; (16) National Song ; 
(17) Arietta ; (18) Menuet ; (19) Scherzando; and (20) 
Rigaudon. 


Siz Valses pour le piano. Op. 28. Par XAVER SCHAR. 
WENKA. (Edition No. 6,386; net, 1s.6d.) London: 
Augener & Co. 


THERE is a connecting link of sentiment in these waltzes. 
Were we asked to give them a common title we should 
call them Valses pathétigues, or Valses mélancoliques. 
They are full of raging passion, unsatisfied yearning, and 
quiet pensiveness. A note of sadness makes itself heard 
even in the playful, caressing passages. Only in the last 
waltz optimistic views seem to become dominant. But 
let it not be thought that the waltzes are pervaded by a 
depressing gloom. There is a strange fascination about 
them which it is difficult to resist ; and if we do not 
resist, the whirl of sentiment and movement intoxicates us. 


Rondinos for the pianoforte. Arranged and fingered by 
CORNELIUS GURLITT. London: Augener and Co. 


HERR CORNELIUS GURLITT continues with success his 
useful labours of simplification and abbreviation, present- 
ing us on this occasion with four solo Rondinos respectively 
by Louis Berger, Tobias Haslinger, Ludwig van Beeth- 
oven, and Friedrich Kuhlau (Nos. 9-12 of the first series 
of Rondinos, leading from the easiest up to the difficulty 
of Clementi’s first Sonatina in C major) ; and two duets 
respectively by C. Spahn and Ignaz Pleyel (Nos. 3 and 4 
of six Rondinos, leading from the easiest up to the difficulty 
of Clementi’s first Sonatina in C major). 


Reiseskizzen (Impressions de Voyage) pour piano. Op. 
270, Nos.g and 10. Par F. KIRCHNER. London : 
Augener and Co, 


Nos. 9 and 10 bring this series of musical sketches to a 
conclusion. Both the gently swinging slumber-song, 





“In der Hiingematte” (In the hammock), and the quiet, 
tender “ Abschied von den Bergen” (Adieu to the moun- 
tains), are pretty pieces. 


Deux Mazourkas pour piano. Op. 88. Par E. DEL VALLE 
DE Paz. (Edition No. 6,110; net, 1s.) London: 
Augener & Co. 


SIGNOR DEL VALLE DE PAz’s Mazurkas have nothing 
Polish in them, but a great deal that is piquant, de- 
lightful, and original. Indeed, we are by no means sorry 
that there is nothing Polish in them, for to be continually 
stumbling in other people’s works over Chopinian snatches 
of melody and progressions of harmony is anything but 
pleasant, however great our admiration for the Polish 
master may be. We thank, therefore, Signor del Valle 
de Paz for his two non-Polish Mazurkas. Are we wrong 
in surmising that many will be as thankful as we are? 


Classical Violin Music of the 17th and 18th Centuries. 
Sonata by G. PUGNANI. Edited by GUSTAV JENSEN. 
(Edition No. 7,404; net, 1s.) London: Augener 
and Co. 


GAETANO PUGNANI, a pupil of Somis and Tartini, was 
one of the great violinists of the second half of the 
eighteenth century. Also as a composer he occupies a 
conspicuous position. Sweetness rather than vigour, 
prettiness rather than grandeur, gracefulness rather than 
solidity, distinguish his works, as is well illustrated by the 
present sonata, which consists of three light-textured 
movements—an Andantino,a Poco Adagio, and a Molto 
Moderato. We may not agree with Fetis’s description of 
Pugnani’s compositions as classical, but we are still less 
inclined to apply to them the epithets with which Wasie- 
lewski pooh-poohs them. 


Tre Capricci per violino e pianoforte. Op. 15. Da 
E. DEL VALLE DE PAZ. (Edition No. 7,362 ; net, 2s.) 
London: Augener & Co. 


IN this instance, Signor del Valle de Paz limns on a 
larger scale than is usual with him. Whereas his piano 
pieces are miniatures, the three pieces for violin and piano 
now before us are well-sized canvases. The composer 
proves by them that also in the larger forms he is able to 
achieve something. The structure of these pieces is, true 
to their name, capricious. As regards unity of matter 
and manner, the first Capriccio (A//egro moderato) claims 
the palm. The effectiveness of the fragmentary No. 2 
(Recitativo, senza rigor di tempo; Appassionato,; Lento, 
Pit mosso e agitato; Meno mosso ; Appassionato; Lento ; 
&c. &c.) depends to a great extent on the rendering. 
No. 3 (Allegro con fuoco), no less capricious than Nos. 1 
and 2, is more homogeneous, or, at least, more sustained 
in thought. Signor del Valle de Paz’s Op. 15 lacks 
neither fancy nor verve, and challenges a spirited per- 
formance. 

Prélude de la Suite, Op. 25, pour violon et piano. Par 
GUSTAV JENSEN. London: Augener & Co. 


WE have already, in reviewing Jensen’s splendid Suite as 
a whole, expressed our admiration for this powerful and 
impressive movement. It will, therefore, suffice if we 
now emphasize our earlier expression and once more 
draw the reader’s attention to this grandly conceived 
and excellently executed composition, which is no less 
effective for the two instruments (more especially, of 
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course, for the violin, the principal instrument) than 
solidly valuable as music. 


Morceaux d’ensemble. Arrangés par FR.. HERMANN. 
(Edition No. 5,330/ and m, net, 1s. each ; No. 7,110/ 
and m, net, Is. 6d. each; No. 7,130/ and m, net, 
Is. 4d. each ; and No.. 7,215/ and m, net, Is. 2d. 
each.) London: Augener & Co. 


PROFFSSOR HERMANN’S last instalment to his Morceaux 
@ensemble are Schubert’s charming en¢r’acte (Andantino) 
to Rosamunde and the Hymn from Beethoven’s Choral 
Symphony. Both pieces are offered in the following 
arrangements : for two violins and piano, for three violins 
and piano, for two violins, viola, violoncello, double-bass, 
and piano, and for three violins, viola, violoncello, double- 
bass, and piano. 


Twenty-five favourite Songs, with Pianoforte Accompani- 
ment. By FR. CURSCHMANN. (Edition No. 8,826 ; 
net, 2s.) London: Augener & Co. 


CARL FRIEDRICH CURSCHMANN, a pupil of Spohr and 
Hauptmann, born at Berlin on June 21, 1805, died in the 
same town on August 24, 1841. His productions con- 
sisted almost entirely of songs. He also made himself 
known as a singer of great taste. As a song-composer 
he occupies a much lower rank than Schubert, 
Schumann, Robert Franz, and Brahms, but a higher 
rank than Abt and his brethren. Curschmann’s art 
was purer than that of these ballad-mongers. What 
it lacks is the rich imagination, impressive force, and 
wonderful variety of the great masters. Reissmann hits 
the right nail on the head when he says that Cursch- 
mann’s songs are more singable than profound (mehr 
sangbar als tiefeingehend), meaning that they are con- 
ceived as genuine songs, but do not enter deeply into the 
spirit of the words. His melodies are indeed appropriate 
and pleasing rather than strikingly characteristic, and his 
accompaniments a support (though a well constructed 
support) to the voice rather than an auxiliary exponent of 
the poet’s ideas. Curschmann knew how to be senti- 
mental, naive, and idyllic, not how to be passionate, 
Spirituel, and heroic. In short, he was a composer of 
talent, limited, it is true, but undoubtedly real and con- 
siderable. The publishers deserve, therefore, the thanks 
of lovers of music for bringing out so excellent a collec- 
tion of Curschmann’s songs at a very moderate price. 


Preghiera, per Canto e Pianoforte, di FILIPPO CAPOCCI. 
London: Augener & Co. 


SIGNOR CAPOCCI gives in his “ Prayer,” for voice and 
piano, a song which, as regards sentiment, is religious @ 
?italienne, as regards the vocal part in a popular me- 
lodious style, and as regards the accompaniment some- 
times harmonically, unexpectedly unconventional. It will 
find many admirers. The original Italian words are 
accompanied by an English version. 


Songs: “It was a dream,” by GEORGE MART; 
“ Shadows,” by W. H. SQUIRE; and “Human 
Love,” by H. WEIDT. London: Augener & Co. 


THESE are very happy examples in the way of song com- 
position, being straightforwardly melodious and truly 
lyrical. Of the first two it may be said that they have all 
the good and none of the bad qualities of the popular 
English drawing-room ballad. They are simple, and yet 


beautiful and interesting. Good taste and excellent 
manners make themselves felt throughout melody and 
accompaniment. H. Weidt’s song—one of the series 
entitled ‘“‘Germania”—and George Mart’s have German 
as well as English words. 


Vingt-qguatre Soffeges pour voix de basse avec accom- 
pagnement de piano. ParG.TARTAGLIONE. Cahier 
II. (Edition No. 6,8144 ; net, 1s.) London : Augener 
& Co. 


WE can repeat of the second half of these So//éges what 
we said of the first—that they are as melodious as songs, 
and that they will be useful. 


Songs of the Year: Twelve Two-part Songs for Female 
Voices. By HERBERT F, SHARPE. (Edition No. 
4,126% ; net, 3d.) London: Augener & Co. 


+ MELANCHOLY pervades Mr. Sharpe’s song for October, 
and melancholy is a fit mood for the season. While 
the autumn winds despoil the trees of their leaves, Mr. 
Oxenford, the poet, tells us— 
‘* The flow’rets bow their tender heads, 

The ferns lie brown upon the meads, 

The streamlets own no lily-beds, 

All, all is wrapt in woe!” 


But the melancholy is not without its sweetness, and this 
the composer brings out very well in his successful 
musical setting of the words. 


Fair Madcap (Schon Rohtraut), vocal quartet for soprano, 
alto, tenor, and bass. By ROBERT SCHUMANN. 
(Edition No. 4,624; net, 4d.) London: Augener & 
Co. 


To choral societies who do not know this charming 
composition of Schumann’s (Op. 67, No. 2), it may be 
warmly recommended ; to those who do know it, the 
composition itself is recommendation enough. 


Vocal Duets for Female Voices, with pianoforte accom- 
paniment by JOHN ACTON and H. HEALE. (Edition 
No. 4,0614 and 4, net, 3d. each ; and No, 4008e and 
J; 4d. each.) London: Augener & Co. 


ALL these songs are good and cheerful. The attractive- 
ness of the natural and perfectly serene “ Spring’s De- 
lights” and “On a Summer’s Morning” is, however, 
greater than that of the intentionally characteristic “ Up 
up, ye Dames ” and “ The Fishers,” by H. Heale. The 
“merrily ho! and cheerily ho!” of the latter song, with 
its note of sadness, may have been inspired by the .wild 
shouts of Wagner’s valkyries. 


Vocal Dances Tunes, Old and New. Movements from 
instrumental works, arranged for two female voices, 
with pianoforte accompaniment. (Edition No. 4,033, 
net, 4d. ; No. 4,034, net, 4d. ; and No. 4,035, net, 3d.) 
London : Augener & Co. 


LET us simply record the issue of three more instalments 
of Vocal Dance Tunes; “Lo! the Lark Uprises,” after a 
Polish Dance by X. Scharwenka; “Hark! across the 
Golden Meadows,” after a Tarantelle by X. Scharwenka ; 
and “ Behold, Behold the Morn,” after “ Air du Dauphin” 
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Solemn March in © flat minor for the organ. By T. 
TERTIUS NOBLE. London: Novello, Ewer, & Co. 


THERE is, perhaps, more labour than inspiration in Mr. 
Noble’s .Solemn March, but the labour has not been 
spent in vain. In short, the result is not unworthy of the 
composer’s name, and redounds to his credit. 


Tarantella for the pianoforte (The London Music Pub- 
lishing Co.) and Bridal March for the pianoforte 
(London: Augener & Co.). By T. J. LINEKAR. 


THE March is the better of the two pieces, which, if 
they do not call for high praise, neither offer occasion for 
much censure. The worst we should feel inclined to say 
of them is that the Tarantella is made of exceedingly 
slight material, and that both it and the March are un- 
equal, passages occurring in them below the level for the 
most part maintained by the composer. On the other 
hand, we grant him the possession of a certain fluency. 


Forty-three Historical Programmes, 
arranged by A. HUGHES-HUGHES. 
Andrews, Museum Works. 


THIS is a rearrangement of programmes performed by a 
little society of amateurs. Mr. Hughes-Hughes has done 
well to publish them, and to draw attention to the 
existence of such a society. We have no doubt that 
the example will be followed, and the hints given utilised. 
Such a result is much to be desired, as acquaintance with 
the works of the past cannot fail to facilitate just apprecia- 
tion of ‘those of the present. We think that the society 
in question, and others that may be formed, ought 
to try to be more strictly systematic in the making-up of 
their programmes. Tasks that may be recommended are 
these : The illustration of the development of the several 
vocal and instrumental forms; the juxtaposition of 
opposing simultaneous schools. 


Compiled and 
London: Arliss 





@pera and Concerts. 
By J.B. K, 


THE worship of Euterpe has during the past month—as usual at 
the corresponding period of the year—been reduced within so small 
a compass, that, as far as this notice is concerned, one is forcibly 
reminded of the American editor who, facetious during the dead 
season, printed his news on fly-paper—with the addendum that 
if it did not fulfil its object it was the fault of the flies. 

Indeed, almost the only exception to the prevailing ‘* General 
Pause” consisted in OPERETTA, which holds its own against all 
odds at sundry West End theatres and the PROMENADE Con- 
CERTS, inaugurated concurrently at Covent Garden and Her 
Majesty’s Theatre. 

If variety, from an occasional Beethoven symphony to the 
lightest of dance tunes, clap-trap ballads, a lady cornetist, and a 
lady whistler, be the raison @étre of this class of entertainments, 
that requirement has undoubtedly been fully met by the above- 
named series of concerts, a detailed account of which is here, of 
course, out of the question. The genuine excellence of many of 
the solo performances may, however, be gauged by the names of 
some of the principal executants, such as Miss Nikita, Madame 
Patey, Frl. Tremelli, Mr. Foli, vocalists; Madame Roger- 
Miclos, Herr Arthur Friedheim, pianists; Miss Nettie Car- 
penter, violinist; Mr. John Radcliff, flute, &c., at Covent 
Garden; Miss Antoinette Trebelli, Miss Marguerite Macintyre, 
Madame Marian Mackenzie, Miss Hilda Wilson, Mr. Edward 
Lloyd, Mr. Alec Marsh, vocalists; Mr, Vladimir de Pachmann, 





Seiior J. Albeniz, pianists; Mr. Tivadar Nachez, Mr. Henri 
Marteau, violinists, &c., at ‘‘ Her Majesty’s ;” and that Signori 
Arditi and Bevignani maintained their reputation as experienced 
musical conductors at the two imprese respectively may be taken 
for granted, a special orchestral success being scored by a 
Wagner selection at Covent Garden, as a further proof of the 
steadily increasing popularity of the great dramatic composer’s 
music (the ‘* Cavalcata,” or ‘* Walkiirenritt,” being, by the way, 
funnily enough mistaken for the ‘‘ Valse lente” from the Mezster- 
singer by a ‘musical contemporary” !), whilst s/édisezte pro- 
grammes, first started by Herr August Manns at the Crystal 
Palace and in Scotland, have been introduced at the Saturday 
evening concerts at ‘‘ Her Majesty’s ”—with questionable fitness 
at these last-named, orchestral music being, with few exceptions, 
a terra incognita to the habitual frequenters of promenade 
concerts, 

Special mention is also due to the decorative art which 
succeeded in transforming the interior of the last-named house 
into the semblance of an English market-place of the sixteenth 
century, in the most picturesque and realistic manner; whilst 
the “ boards” at Covent Garden present a Persian pavilion, with 
a view of the Paris Exhibition and the Eiffel ‘Tower in the 
background. 

A distinct word of praise should also be given to the 
ESTUDIANTES, a body of about twenty Spanish (male) mando- 
linists and guitarists at the Spanish Exhibition. The perfect 
precision, artistic taste and light and shade, which mark these 
performances of a series of very original and attractive exsemble 
pieces, cannot fail to surprise and charm even those who do not 
care for the mandolin and guitar as solo instruments. 








Musical Potes. 


—o—— 


On September 11th took place at the Palais de 
YIndustrie (Paris) the first performance of Augusta 
Holmés’ “Ode Triomphale” in honour of the centenary of 
1789. The performance was got up with all the pomp 
the occasion demanded, as may be seen from the fact 
that the cost of four performances of the work has been 
estimated at 300,000 francs. As to the work of Miss 
Holmes, who is the author of the words as well as of the 
music, it is spoken of with the greatest respect, and 
receives high praise. A little monotony is almost un- 
avoidable when the subject is abstract, and a too abundant 
use of brass is excusable where patriotism is the inspiring 
muse. In short, the lady, although she has done better 
on some occasions, has undoubtedly done well on the 
present one, having precees a vigorous, effective work. 
Miss Holmes (Gad/icé Holmés) is Irish by extraction, but 
French by birth. She has done homage to the country of 
her fathers by her symphonic poem “ Irlande,” and to her 
adopted country by her symphonic ode “ Ludus pro 
patria.” 

JULIEN TIERSOT has for some time been publishing in 
the Paris Ménestrel accounts of the national music to be 
heard at the Exhibition. These descriptions, dealing both 
with the nature of the music and the manner in which it 
is performed, are very interesting and instructive, and no 
doubt will by-and-by make their appearance in book form. 
Among the outlandish musicians who have called forth 
these studies are Javanese, Anamese, Arabs, Finns, 
Spaniards, and Rumans (Laoutars Roumains). 

BENJAMIN GODARD has finished his opera, Dante, for 
the Paris Opéra Comique, and Emanuel Chabrier is 
finishing his @7zsézs for the Brussels La Monnaie. 

ERNEST GUIRAUD, who has given up the idea of 
writing a Chevalier ad’Harmental, is working with re- 
newed vigour at his MJontalte, commenced at one time, 
and put aside afterwards. 
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MLLE. AuGusTA HOLMES is engaged on a work en- 
titled La Montagne noire. Also on this occasion she is 
her own librettist. 

THE Bayreuth Festival came to an end on August 
18th. The German Emperor and Empress were present 
at the last two performances—Meistersinger and Parsifal. 
The Emperor showed his satisfaction by sending his 
photographic portrait with autograph to all the solo 
singers, jewels to Mmes. Malten and Dressler, a silver 
biton to Capellmeister Levy, and decorations to the 
burgomaster of Bayreuth, Capellmeister Felix Mottl, 
the machinist Kranich, and others. 

THE Emperor, however, does not honour only 
Wagnerian art, but also such art as is not highly thought 
of by Wagnerites and many who do not come under that 
category. In proof of which statement we mention the 
fact of his having decorated Victor Nessler, the popular 
composer of the 7vompeter von Sakkingen. 

Most of the German, French, and Belgian theatres 
which close for some time in summer, are now again 
open, but no events of importance are as yet to be 
recorded. At the Berlin Court Opera they are rehearsing 
Ponchielli’s Géoconda, the first novelty of the season. 

THE Friedrich-Wilhelmstiadtische Theater (Berlin) has 
opened with a new operetta, Karin, by Zumpe. It was 
well received. 

THE Victoria Theatre (Berlin), too, boasts a novelty, 
which, moreover, has the attractive title, Stanley in 
Africa. It is by M. Moszkowski and Richard Nathan- 
son. 

THE Russian choir, under the direction of Dimitri 
Slaviansky d’Agréneff, gave, on their way to Paris, a 
concert in Berlin. 

ANGELO NEUMANN, the well-known zfresario, is said 
to have the intention of taking the Ring of the NMibelung 
to Spain and Portugal. The impression produced by it 
there will be watched by many with great interest. It 
cannot but be admitted that the experiment is daring. 

HANS VON BULOW, who we hear has signed a contract 
for a concert-tour in the United States, has engaged for 
the Berlin Philharmonic concerts among other soloists 
the pianist E. d’Albert, the tenor Van Dyck, the bari- 
tone Gura, the young Polish violinist Barcewicz, and 
Charles Gregorowicz. 

FRANZ KULLAK has unexpectedly closed the insti- 
tution which by his father had been raised to so higha 
position among German music schools, 

GOLDMARK has finished an overture entitled “ Prome- 
theus Bound.” It will be performed in the course of the 
winter by the Vienna Philharmonic Society. He is now 
engaged on a work, the subject of which is derived from 
Goethe’s “ Egmont.” 

ACCORDING to a geport, subsequently contradicted, 
Grieg is busy writing an opera, the libretto of which is 
based on Glucksmann’s poem “ Alexandria” (the bom- 
bardment of the town by the English). 

ONCE more there comes to us a rumour that Verdi is 
writing a new opera—Beatrice and the lutenist. We 
wonder if there are still people who are taken in by such 
canardas. 

ANOTHER Christina Nilsson, a new vocal star, is rising. 
But this time it is a Norwegian, not a Swede. The young 
lady sang with great success at Copenhagen. 

A NON-THEMATIC catalogue of Joachim Raff’s works, 
with historical notes and mention of arrangements, has 
been published by Albert Schifer through Rud. Bechold 
and Co. in Wiesbaden. The compiler enumerates also 
the unpublished compositions. 

REINECKE has published a list of his printed works 
through Breitkopf and Hiirtel. 





THE lost opera, Zelmar ou L’ Asile, by Grétry, has been 
found at the house of a niece of the composer living at 
Paris. It will be published. 

NEw regulations, lately issued, forbid singers and 
actors at the Dresden Court Theatre to return to the 
stage and acknowledge applause, except at the end of the 
acts. Performers in ballets and farces are excluded from 
this law. 

GENOA is going to celebrate the Verdi jubilee by the 
striking of a gold medal and the foundation of a music 
school which is to bear the composer’s name. Other 
items of the celebration are a concert with the most 
favourite choruses of the master sung by a choir of 500 
singers, and a torchlight procession by the students with 
Verdi’s bust on a gorgeously decorated chariot. 

THE Italian Leopoldo Mastrigli has published a book 
entitled “Music in the 20th century” (La musica nel 
secolo XX.). He thinks that the music of the next cen- 
tury will concentrate itself entirely in the musical drama. 
All we can say is : Qui vivra verra. 

HERE is the programme of the celebration of Rubin- 
stein’s jubilee at St. Petersburg. November 30: in the 
morning, presentation of addresses, and performance of 
a march and a cantata composed for the occasion ; in 
the evening, a jubilee concert with compositions of 
Rubinstein, conducted by Tschaikowsky. November 31 : 
a grand musical matinée at the Conservatorium ; and in 
the evening, a monster banquet in the Assembly of the 
Nobility. The theatre will celebrate the occasion by a 
performance of the composer’s new opera, Gartousha. 
Further, a magnificent catalogue of his works, illustrated 
by vignettes, will be presented to Rubinstein, and also a 
sum of money which he may employ as he likes. The 
arrangements are in the hands of a Jubilee Commission 
authorised by the Emperor, and presided over by Duke 
George of Mecklenburg-Strelitz. 

RUBINSTEIN has sent the fifth and the sixth part of his 
oratorio Moses to his publisher, and hopes to finish soon 
the whole work, which consists of eight parts. A new 
concert-piece for piano and orchestra (Op. 113) is already 
in print. 

Two novelties to be produced in the course of the in- - 
coming season at the Milan Manzoni theatre are: 
Beida by Bottagisio, and Clara by Panizza-Pugnalini. 

THE flutist Adolph Terschak, after concert-tours in 
South and North Russia, West and East Siberia, and 
the Amoor countries, has invaded Japan. 

PROFESSOR DR. HERMANN LANGER, for many years 
conductor of the Leipzig Pauliner Choral Society, died, 
—_ 70, on September 8th, at Dresden, where he latterly 
resided. 


LASSISCHE VIOLIN MUSIK BERUHMTER 
MEISTER 
DES 17TEN UND 18TEN JAHRHUNDERTS . 
Nach den Originalwerken fiir Violine und Bass (beziffert und unbeziffert), 
bearbeitet und mit Vortragszeichen versehen 
Von GUSTAV JENSEN. 

Francesco Geminiani. Sonate I. (A dur) ... 

e e », II. (H moll)... 
G. B. Somis. Adagio and Allegro ... 
Pietro Nardini. Adagio = aaa ie 3 
J. Bi Senate Aim 0. cc ccs tte I 
G. Pugnani. Sonate (E dur)... “ eee as 
J. B. Senaillé. Sonate (G dur) ia “a - I- 
7406 Arcangelo Corelli. 3 Sonaten (A dur, E moll, E dur) 16 
7407 Giuseppe Tartini. 2Sonaten (G dur and G moll)... net, 16 


London: AUGENER & CO., 86, Newgate Street, E.C.; and 
only West End Address, 1, Foubert’s Place, W. 
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7403 
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INSTRUCTIVE PIANOFORTE WORKS 


CORNELIVU 


S GURIITT. 


IN PROGRESSIVE ORDER. 
Published by AUGENER & CO., 86, Newgate Street, and 1, Foubert’s Place, London. 


N.B.—E. stands for English, C. for Continental Fingering. 


PREPARATORY STAGE. 


(Quite ELEMENTARY.) 


A.—PIANOFORTE SOLOS (in Treble Clef only.) 


Op. 117. Book I. The First Lessons. 34 Short Pieces. £. (Lesson s. 

1 to 12 sp 

Op. 139. The First Instructor in Pianoforte Playing, “containing the 

Elements of Notation, 32 Studies with the hand at rest, Air with 

ten variations, 2t Melodies, Soren the yarganad ks the 

thumb. &. 

Op. 140. Album pour ‘ja Jeunesse.” "Eo 

No. 1. Marc rs oe ooo 

3. Bright i oe the Sky ove 

6. Catch ae 

8 The Musical Box :.. 
Popular Pianoforte Tutor, consisting of the ‘Elements of “Music, 
Elementary Five-Finger Exercises, the Scales, 20 aired Airs 

and Pieces in c major and A minor, &c. £. oe oo § 


one ov eee 


B.—PIANOFORTE DUETS. (Pupil’s Part in the Treble 
Clef only.) 

Op. 102. Grateful Tasks (Erholungsstunden). 26 Original Pieces 

in all the Major and Minor — the Melodies constructed upon 

five notes. £. 3 Books each 


= 4: 
See also the Duets (pages 18—23) i in his Popular Pianoforte Tutor ... 


oe 
C.-PIANOFORTE DUETS. (Pupil’s Part’ in the Bass 


Clef only.) 


Op. 136. Eighteen Short sean the second part _— the — 
of five notes, 


eee eee eee oo 


5— 
FIRST STEP. 
(Very Easy.) 


UP TO THE eye OF oe oe! OF CLEMENTI’S 
NATINA No. 1, IN C MAJOR. 


Allegro. 


4 
oe 




















oe — | 
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A.—PIANOFORTE SOLO. 


oo Sees for the me as tor. F,:- 
Marchinp ... ove ooo eee 
6. Slumber Song soe 
8. The Fair (Kirmess) 
9. Turkish March (Tiirkischer Marsch) - 
10. Song without Words (Lied ohne Worte) 
1x. Waltz (Walzer) ooo pan oe 
- The Little Wanderer oe oes ee 
Valse noble ... 
Albumbiitter fiir die Jugend (Album) leaves for the Young). ‘20 Short 
Tone-pieces Op. ior. C. :— 
No. . March (Marsch) ° 
. Slumber Song soo i . se 
Hi The Fair (Kirmess)... see ° 
g. Turkish March (Tarkischer Marsch) - a a 
~ Song without Words (Lied ohne Worte) . oe 
. Waltz (Walzer) 
- Der kleine Wanderer (The Little Wanderer) 
14. Valse noble ... - 
The First Lessons. Short Pieces Op. 117. (Lessons : 13 to 34. ) E. 
6155 Op 130. 35 Etudes Faciles (sans Octaves). C. ove 
The First Instructor in we a, *. 139- (23 Basy 
Pieces. Pages 14to29.) £ eee 


AUGENER & Co., London, 86, 


NN HH DH 


oo 


nWeH DDH HR BD 


aliiitittt 


eee 


5— 


| Op. 140,, Album pour la Jeunesse. 
ition, singly. 
No. 2, Chant du Matin ‘(Morning Song) oe * 
7. La Soirée Dansante (The Festive Dance) 
g. Les heures sérieuses (Grave Moments) 
to. Le petit Manant (The Little Village Boy) 
12. Dans l’église (In the Church) 
13. Le petit vagabond (The Little Wanderer) 
4 Perdu (Lost)... ooo 
. Sérénade (Serenade) ‘i a a ae 

6158 Op. 141. Etude de la vélocité pour les commengants. C. net 

12 Progressive Sonatinas (leading from the easiest up to the difficulty 
of Clementi’s First Sonatina inc major). <£.: 

No, . H, ENCKHAUSEN, inc 
. T. HASLINGER, in F 

. A. E. MULter, inc 
4. A. DIABELLI, in c 

5. J. SCHMITT, in G 

6. C. GuriTT, inc 

%@™—, ing .. 

. PLEYEL, inC we 

g. H. WoHLFAHRT, in G 
to. D. STEIBELT, inc .. 
11. J. WANHALL, in B flat 
12. A. ANpRE, in A minor 

| Popular Pinnoforte Tutor. Exercises i in Double ‘Notes, Scale Exer- 
cises in G major, E minor, F major and D minor, 27 Popular Airs, 
&c. (Pages 33—54.) £. 

12 Rondinos (First Series), leading from the easiest up tothe difficulty 
of Clementi’s first Sonatina, in c major. Arranged and fingered 
ne” ‘s Gurlitt. 2. :— 

No ANHALL, in F, ne 
_D. Sre1BELt, inc. ... 
- ScHMITT, inc. ... 

A. E. MULLER, in F. 

’ GELENEK, in c. 

C. Czerny, inc. .. 

. A. DIABELUI, inc. ... 

. A, ANDRE, in G. 

. L. Bercer,inF. . 

‘2 HASLINGER, in Cc. 

3EETHOVEN, in C, 
. F. Kuxbau, ing ... oe ove 


WORKS IN VOLUMES. 
&148 Albumblitter fiir die eo (Album om for the Young). 
20 Kleine Klavierstiicke. Cc. 
6162 Album pour la Semone Gg need-tien. 
diques. P. 140. 
6154 Les Premiéres Lecons. 34 petites Mélodies, Op. 117. 
6155 35 Etudes Faciles (sans Octaves). Op. 130 ove oe 
6158 Ecole de la Vélocité pour les Commengants say an der 
Geliufigkeit fiir Anfinger). Op. 141. C. ... net 


B.—PIANOFORTE DUETS (& quatre maine). 


Twelve Progressive Sonatinas. £. :— 
No. 1. SPAHN, inc ... ale 
2. Scumit, i inc 
3. SPAHN, in C ase eee 


20 Morceaux mélodiques. New 


eee oe aoe oe 


oo eee oe 
eee 
one 
eee 
oe 
eee 





Pos ee es 


net 
"20 Morceaux Mélo- 





Newgate Street, and L 


4. AnpbRg, inc ... 
—, er ta 
. SCHMITT, in D 
. GURLITT, in F 
. SCHMITT, inG ° 
g. GURLITT, in A minor 
10. ENCKHAUSEN, inc... 
11. GURLITT, in F 
12, Mozart, inG ‘~ 
| Six Rondinos, leading from the easiest up to the difficulty of Cle- 
menti’s first Sonatina in c major. Arranged and fingered by C. 
Gurlitt, Z£.:— 
No. 1. J. ScuMitT, i in D 
2. C. Czerny, in c 
C. SPAHN, in A 
J. Prevet, inc : 
A. DIABELLI, inG ... 
Cc REINECKE, i inbD. 


3- 
rs 
5+ 
6. 


Foubert’s Place. 


Ss. 
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GURLITT’S INSTRUCTIVE PIANOFORTE WORKS (continued). 
SECOND STEP. | % 113. Mimosen (conthoned)-— be 


(Easv.) No, 4. Love Song 


Elegy oe 
UP TO THE DEGREE OF DIFFICULTY OF BEETHOVEN, 4 «a 
OP. 49, NO. 2, SONATA IN G MAJu& (PAUER’S EDITION, 
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Sleepless Night 
. 20). Summer Hours. 
Allegro, ma non troppo. . Resignation ... 
—— 7 + . The Fountain 
+ + . Funeral March 
. Barcarolle . 
Six Sonatinas, (Op. 121). 

No. 1, inc - one 
2, inc 
3, inG 
4, in D 
4, in F 
6, in A minor - - eve 

Our Favourite Tunes. (Op. 135). ie 
No. 1. O Sanctissima. Sicilian Air 
5. God preserve the Emperor. Austrian .. 
6. My lodging is on the cold ground. E nelish . 
11. Die Zukunft soll mein Herz bewihren (Weber) 
40. The Bluebells of Scotland. Scotch : od 
Album pour la Jeunesse. Twenty Morceaux mélodiques. (Op. 140). E.: 

No. 4. Dans le jardin (In the Garden) . és 
5. Le murmure du ruisseau (Murmuring Brook)... 

11. Les désirs ardents (Longing) 
14. Chanson de chasse (Hunting Song) 
15. Feu Follet (Will o’ the Wisp) _ ... 
: 17. Scherzo (Scherzo) 
at work with Title, “Album leaves for the Young.”” . = pk anya )- 

No. 15. Fa (Verlust) 12 Sonatinas (Second Series), leading from Clementi’s first Sonatina in 
st, Gehan ae — nae c major up to the difficulty of Beethoven's Sonatina, Op. 49, No. 
> Huntin Song (Jagdstiick) oi po 2, in G major. ao. partly aaptinguaea and Fingered by 

. Salto Mortale ‘a 
Op. on —— (Youth’s ‘delight) Walzer. “E. 
Op. 104. Feldblumen (Wild F arn sae Salon Pieces. 

No. 1. Walzer... ‘ie one oe 

. Gavotte eee eco 
. Liindler 
. Redowa 
- Menuet 
. Polonaise 
. Tarantella 
olka ... 


Idyl 
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A.—PIANOFORTE SOLOS. 
=. CORNELIUS. Albumbliitter fiir die Jugend. 
tor), C.i— 
No. 2. Morning Prayer... 
3. Serene Morning... 
4- Northern Strains 
5. By the Spring ‘ 
7. Lament aa 
13. Grandfather's Birthday eve 
15. Loss (Verlust) ‘a ee 
16, Scherzo 
17. Free Fancies.. : 
18. Sunday ow 
19. Hunting Song (Jagdstiick) | oe 
20. Salto Mortale 


WNNNNN 
DAAADAAD 


(Op. 
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Cornelius Gurlitt. £. a vee each 
No. 13. T. HASLINGER, in c. | 


Pee 


No. 19. C. Czerny, in c. 
20. Ger INEK, in F, 
a1, A. Anpré, in G. 
22. DusseEk, in G. 
23. J. B. WANHALL, inc. 
13. M. CLEMENTI, in F. 24. C. GurRLirT, in A. 
GURLITT, C. 12 Rondinos (Second Series), leading from Clementi’s 
first Sonatina in c major up to the difficulty of Beethoven’s Sona- 
tina, Op. 49, No. 2, in G major. Arranged, partly Composed, 
and Fingered by C. Gurlitt. 


eFNNKHH 


14. J. B. WANHALL, in c. 
15. D. STEIBELT, in F. 
16. L. BERGER, in A. 

17. J. ScHMITT, in G. 


“E. — 


Peed 


. Zapateado 
. Mazurka 
. Pas acon 


Ei 
No. 13. F. KUHLAU, inc poe ‘ 
. F. Scuusert, in B flat 
.R. SCHUMANN, in G 


NNN BWWNHNHKHNHNHD 


. J. L. Dussex, in a 
. J. Havon, in G 
. C. CZERNY, in c 
. J. SCHMITT, ina ... 
. X. SCHARWENKA, in C 
M. Moszkowskl, inc .. 
poy A. (od MACKENzIE, Rustic © Scene, No. 1. 


. Promenad 
The oie Works ow the title eof Fleurs de Salon.” (Op. 104). C= 
No, 1. Valse ... “ ; 
Gavotte 
Liandler 
Redowa 
Menuet 
. Polonaise 
. Tarantelle 
Polka ... 
. Zapateado ... 
. Mazourka 
. Pas Burlesque 
Promenade ... 
Fiegende Blitter (Flying Leaves—Feuilles Volantes). “Short Pieces. 
12 £. 
No. “4 Under the saaee-.. 
. Pantaloon _... 
3. Rustic Revels 
4. A Little Study 
5. In the Highlands 
6. Ghost Story ... 
7. First Grief 
8. Tarantella 
9 
UO. 
3 


ELPRI HEH 


Rondo... 
23. C. Guru, in a. 
24. C. GuRLITT, in E flat 


MUSIC IN VOLUMES. 
24 Etudes Mélodiques. Op. 131 ... 0. a ws 
24 Etudes Mélodiques. Op. 132 «a we 
Fleurs et Boutons (Bluthen und Kacepen)- Op. 107 oe =e 
Mimosen. 12 Morceaux. Op. 1 Cc. net 
Petite Suite de — (Polonaise, Lindler, Mazourka, "Polka, 
Valse et Galop). Op. 
Scenes of Childhood ies der Kinderwelt). 


8146a, 5 ‘Our ‘Favourite Tunes. ” (Unsere Lieblings. Mélodien } 
Melodies, Ancient and Modern. Op. 106. Bound, 7/6. 
Books I, and II., each ... - on we Met 2 

8146c Book III. Modern Composers only. es. oun «« tar 


PIANOFORTE DUETS. 
Six Rondinos, leading from Clementi’s First Sonatina in c major up to t 
difficulty ‘of Beethoven's Sonatina, seg 4% No. 2, in G major. 
No. 7. F. Ku HLAU, in D minor ... 
8. 2: Haypw, in F : 
g. C. M. v. Wener, inc 
10. J. L. Nicop#, in A minor . 
). SCARLATTI, in A minor a we one eve 
| M. Moszkowskt, inA  « 
8547 "Our Favourite Tunes (Unsere Lieblings- Melodien), a Collec- 
tion of Melodies, Ancient and Modern. Oblong... oo. «net 
6915 Standard English Songs. Arranged ‘ii ee = Met’ 
PIANOFORTE, SIX HANDS. 
Six Petits Morceaux pour Piano 4 6 mains ; son -- 
No. 1. Air de Chasse (C. Czerny) .. « ’ 
: Husarenmarsch (G. Gurlitt) . 
. Le Secret, Intermezzo (L. Gautier) 


Arranged as a 


te 
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ae 


6156 
6157 
8147 
6151 
6152 


WWWwWWwWWwwwwwww 
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ae) 


_ 


net 
6163 20 Short Pisces 


n 


. Sweet Home... 
. The Post 
The Echo 
2. The Tournament 
The wae Work under the title of “ Feuilles \ Volantes.” (Op. 112). C= 
No. 1. Sous le M&t de Mai.. a ane 
. Pantalon one ae oa on one ons yr ent 
. Féte Champétre 
. Petite Etude .. ee 
Dans les Montagnes 
. Conte de Revenant .. 
. Premier Chagrin 
. La Tarantelle 
. Chers Foyers... 
. La, Poste 
11. L’Echo 
12. Le Tournoi ... 
Mimosen. Characteristic Pieces. 


“se 
1 
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(Op. 113). 
No. 1. Cascade “ pant 
2. Babbling Brook 
3. Nocturne 


A UGENER & CO., 


Mazurka (C. M. v. Weber) 
5. Gavotte (X. Scharwenka)... 
6. Walzer (M. Moszkowski) 


London, 86, Newgate Street, and 1, Foubert’s Place. 
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GURLITT’S INSTRUCTIVE PIANOFORTE WORKS (continued). 


THIRD STEP. 


(MopErRATELY DirFFicutt.) 


UP TO THE DEGREE OF DIFFICULTY OF BEETHOVEN’S 
SONATA IN F MINOR, Op. 2, No. 1. 














“> 
Hi 


La Pensée. Mélodie. Op. 107, . 2 £. 
Our Favourite Tunes. Op. 135. i 
. IL segretto per esser ili (onset) 
» John Anderson amy y Joc Scotch) .. ove 
+ Robin Adair (Scotch) _... oi 
. Russian National aan (Hy mn) 
. The Girl I left behind Me = agin) ° 
. The Last Rose of Summer (I ooo eee 
. Oh, the Oak and the Ash ( rath) woe eco 
. The British Grenadiers (English) e0e 
. Air from the *‘ Merry Wives of Windsor” (Nicolai) * 
Come, cheer up, my lads (English) ar 
. Minuet (Mozart) a eee on oes 
. Gipsy Dance Weber) a ove ° 
. Home, sweet Home (Eng lis h) see 
. JubeltGne, Heldenséhne ; (“* Euryanthe,” Weber) . os 
. Lascio ch’ io pianga ( Handel) as . 
. The Minstrel Boy (Irish)... 
. Volkslied aus Thiiringen (German) 
. In einem kithlen Grunde (German)... 
. Die Forelle (Schube: rt) 
Marlborough s’en va-t-en guerre (@rench) 
. Die Loreley (German) _... 
Die rothe Sarafan (Russian) 
. March of the Men of Harlech (Welsh) .. 
. Auld Lang Syne (Scotch) .. 
. Cease your Funnin; (English 
. Drink to me only with thine yes ‘engisty * 
. Bridesmaids’ Chorus (“‘ Freischiitz.”) Weber, 
. The Jolly Miller of the Dee ne = coe 
Ye Banks and Braes (Scotch) ... srl ae 
. Logie o’ Buchan (Scotch)... 
. The Old Head of Dennis (Irish). te 
. The Rising of the Lark (Welsh) 
. The Dashing White Sergeant (English) | 
. Coming through the Rye (Scotch) 
39- The Harp that once through Tara (Irish) 
Aquarellen. 6 Vortragsstiicke. Op. 154. C.:— 
©. 1, in B flat major - ove ee on 
2, in D flat major 
3, in A major 
4, in F major 
5, in D major 
6, in A flat major mt a ne 
Deux Morceaux de Salon. Op. 157. C.:— 
No. 1. La Tyrolienne ae es a 
2. La Styrienne 


Ter a Te ew, J aE aa sat VT a Pe 


een eee ee ee eee ee Oe ee ee ee eee amelie 
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PIANOFORTE DUETS. 


Marionette-Overture (Eeepeney: el-Ouverture). Op. 105. C.:— 
Sonatinas. Op. 124. £.: 
No. 1, inc 
2, in F 
3 IND ae 
4,in E flat 
5, in c minor 
6, ina 


Our Favourite Tunes. Op. 73 E.:- 
No. 1. O Sanctissima ( veilfon Air) 
7 Il segreto per esser felice (Donizetti 
ohn Anderson, my Jo (Scotch) .. 
obin Adair (Scotch) one 
4 God Preserve the Emperor (Austrian 
6. My Lodging is on the Cold Ground ( nglish) 
7. Russian National Anthem (Hymn) ° 
8. The Girl I left behind Me (English) 
9. The Last Rose of Summer (Irish) ‘i 

. Oh, the Oak and the Ash (English) 

. Die Zukunft soll mein Herz bewahren (Weber) 

. The British —— (English) te 

. Air from “‘ The Merry Wives of Windsor’ "(Nicola 

- Come, Cheer up, my Lads eamatited ‘as ne 

. Minuet (Mozart)... 

. Gipsy Dance (Weber) ae 

. Home, Sweet Home (English) . 

. poe He!denséhne (“* Euryanthe’ (Weber) 

io ch’io pianga a) 

. The Minted Bec Irish 

- Volkslied aus Tetineet ( German) 

. In einem kithlen Grunde etna 

. Die Forelle (Schubert) - 

- Marlborough s’en va-t-en guerre (F rench) 

. Die Loreley (German) _.. 

. Der rothe Sarafan (Russian 

. March of the Men of Hate (Welsh)... 

. Auld Lang Syne (Scotch)... <n 

. Cease your Funning (English) ss 

. Drink to me only with thine Eyes (English) .. 

. Bridesmaids’ Chorus (‘* Freischiitz’ D (Weber) 

. The Jolly Miller of the Dee (English) .. 

Ye Banks and Braes (Scotch) ... 

. Logie o’ Buchan (Scotch)... 

. The Old Head of Dennis (Irish) ... 

. The Rising of the Lark (Welsh) .. 

. The Dashing White Sergeant (English) 

> gd through the Rye (Scotch) 

. The Harp that once through Tara (Irish) 

. The Bluebells of — (Scotch) . 
Commedietta. Overture. Op. 13 si ove 
Feuillets d’Album Musicaux. Op. 147. Ci 

No. 1. Marche “ aes 
2, Chanson des Matelots 
3. Gavotte ae 
4- Valse noble ... 

5. Danse négre .. 
6. Polonaise 
7. Scherzo 
8. Im Circus 
g. Idylle.. 
10. Ballade. ‘ 
11. Bolero... iss ooo 
12. Capriccietta |. eee 


FOURTH STEP. 


(DirFicu.t—About the degree of Beethoven’s Sonata in c 


(Waldstein), Op. 53). 
Allegro, con brio 


Pea a PaaS 


PNY NYY VD BDNNNNWHNHNNHNNHNKKHNWKN GY 


Beng 


PWD NY NWVDBYN DD NN NNNNNHNNNDN 


Spee eee seas 


PY DH KANN BDBWKHVNDHW 
Bieteeeeee ey 

















Fugen ma > 99 - en 
La Napolitaine. Tarantelle. Op. 114. E. we 
The Classicality: ‘The melody ‘Ach du lieber “Augustin,” “(Buy a 
| sagen ey — in the — of — seen 

p. 115. a 





AUGENER & co. iaien, 86, Newgate Street and 1, Foubert’s Place. 





UITE (No. 3, in a minor), for Violin and Piano- 
forte (Preludio, Allegro, Barcarole, ‘l'ema con Variazioni), by Gustav 
JENSEN. Op. 25. Edition No. 8,680; net, 2s. 6d. 


Separately. 
Prelude a ae as eis — 
Barcarolle... < eee oo ove 


Aucener & Co., 86, Newgate —_ and 1, -adbaats on, 


F® NIECKS. —A CONCISE ~ ceed 
OF MUSICAL TERMS. 
To which is prefixed an Introduction to the Elements of Music. 
Bound in Cloth, net, 2s. 6d. 
AUGENER & CO., 86, Newgate Street, E.C., and 1, Foubert’s Place, W., 
London. 
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RIDAL MARCH, for the Piano, by T. I. tom AR, 
Colwyn Bay. Copies may be had from the composer, or Augener & 
Co., London. Price 2s, net. 
JUST PUBLISHED, Price 1s. 


EN TWO-PART SONGS. By Franz Ast. Also 
Singly for Classes, 2d. each. 


MeETHVEN Simpson & Co., Dundee & Edinburgh. 
Fen STUDENT of the Royal College of Music 


would be glad of an e Sn to play to an invalid occasionally. 
—Musica, 34, Churton St., S 


A STUDENT of the Royal College of Music 


(with permission to teach) seeks pianoforte pupils.—Musica, 34, 
Churton St., 
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Just PUBLISHED. 


HARMONY: Its 


Theory and Practice. 


By EBENEZER PROUT, 
Professor of Harmony and Composition at the Royal Academy of Music, &c. 
Bound, net, 5s. 


The above work, by Mr. Ebenezer Prout, has just appeared (see Review, page 225). As the treatise contains some novel 
features, our readers will probably be interested to learn something about the plan of the volume. We therefore give Mr. Prout’s 


Preface tn extenso :-— 


So large a number of works on Harmony already exists, that the 
publication of a new treatise on the subject seems to call for explana- 
tion, if not for apology. The present volume is the outcome of 
many years’ experience in teaching the theory of music, and the 
author hopes that it contains sufficient novelty both in plan and in 
matter to plead a justification for its appearance. 

Most intelligent stydents of harmony have at times been perplexed 
by their inability to reconcile passages they have found in the works 
of the great masters with the rules given in the text-books. If they 
ask the help of their teacher in their difficulty, they are probably 
told, ‘‘ Bach is wrong,” or ‘‘ Beethoven is wrong,” or, at best, 
‘ This is a license.” No doubt examples of very free part-writing 
may be found in the works of Bach and Beethoven, or even of 
Haydn and Mozart; several such are noted and explained in the 
present work. But the principle must surely be wrong which places 
the rules of an early stage of musical development above the inspira- 
tions of genius! Haydn, when asked according to what rule he 
had introduced a certain harmony, replied that ‘‘ the rules were all 
his very obedient, humble servants’’ ; and when we find that in our 
own time Wagner, or Brahms, or Dvérak, breaks some rule given in 
old text-books, there is, to say the least, a very strong presumption, 
not that the composer is wrong, but that the rule needs modifying. 
In other words, practice must precede theory. The inspired com- 
poser goes first, and invents new effects ; it is the business of the 
theorist not to cavil at every novelty, but to follow modestly behind, 
and make his rules conform to the practice of the master. It is a 
significant fact that, even in the most recent developments of the 
art, nothing has yet been written by any composer of eminence 
which a sound theoretical system cannot satisfactorily account for ; 
and the objections made by musicians of the old school to the novel 
harmonic progressions of Wagner are little more than repetitions of 
the severe criticisms which in the early years of the present century 
were launched at the works of Beethoven. 

It is from this point of view that the present volume has been 
written. The rules herein given, though in no degree inconsistent 
with the theoretical system expounded, are founded, not upon that, 
nor on any other abstract system, but upon the actual practice of 
the great masters; so that even those musicians who may differ 
most widely from the author's theoretical views, may still be dis- 
posed to admit the force of practical rules supported by the authority 
of Bach, Beethoven, or Schumann, 

The system of theory propounded in the present volume is founded 
upon the dictum of Helmholtz, quoted in Chapter II. of this work 
(} 42), that ‘the system of Scales, Modes, and Harmonic Tissues 
does not rest solely upon unalterable natural laws, but is at least 
partly also the result of zsthetical principles, which have already 
changed, and will still further change with the progressive develop- 
ment of humanity.”” While, therefore, the author follows Day and 
Ouseley in taking the harmonic series as the basis of his calculations, 
he claims the right to make his own selection, on zsthetic grounds, 
from these harmonics, and to use only such of them as appear 
needful to explain the practice of the great masters. Day's deriva- 
tion of the chords in a key from the tonic, dominant, and supertonic, 
is adhered to, but in other respects his system is extensively modified, 
its purely physical basis being entirely abandoned. It will be seen 
in Chapter II. (§ 44) that by rejecting altogether the eleventh and 
thirteenth notes of the harmonic series, and taking in their place 
other notes produced among the secondary harmonics, the chief 
objection made by the opponents of all scientific derivation of 
harmony—that two of the most important notes of the scale, the 
fourth and the sixth, are much out of tune—has been fully met. In 
the vexed question of the minor tonic chord, Helmholtz is followed 
to a considerable extent ; but Ouseley’s explanation of the harmonic 
origin of the minor third is adopted. 

Truth is many-sided ; and no writer on harmony is justified in 
saying that his views are the only correct ones, and that all others 
are wrong. No such claim is made for the system herein set forth ; 
but it is hoped that it will at least be found to be intelligible, per- 
fectly consistent with itself, and sufficiently comprehensive to explain 
the progressions of the advanced modern school of composers. 





It has been thought desirable to separate as far as possible the 
practical from the theoretical portions of this work. The latter are 
therefore printed in smaller type ; and it will be found advisable for 
beginners, who may take up this work without any previous know- 
ledge of the subject, to omit at least Chapters II. and III., dealing 
with the Harmonic Series and Key or Tonality, until some con- 
siderable progress has been made in the practical part of the volume. 
The exact point at which the student will do well to return to the 
omitted portions will depend upon his progress and his general 
intelligence, and must be left to the discretion of the teacher. 

In the practical part of the work an attempt has been made to 
simplify and to codify the laws. With a view of effecting these 
objects, many rules now obsolete, and contravened by the daily 
practice of modern writers, have been altogether omitted, and others 
have been greatly modified; while the laws affecting the chords, 
especially the higher discords—the ninths, elevenths, and thirteenths 
—have been classified, and, it is hoped, materially simplified, It is 
of the utmost importance that students who wish to master the 
subject should proceed steadily and deliberately. For example, a 
proper understanding of the chords of the eleventh will be impossible 
until the student is quite familiar with the chords of the ninth, which, 
in their turn must be preceded by the chords of the seventh. The 
learner's motto must be, ‘‘One thing at a time, and that done 
thoroughly.” 

In preparing the exercises a special endeavour has been made to 
render them interesting, as far as possible, from a musical point of 
view. With this object they are, with a few exceptions, written in 
the form of short musical sentences, mostly in four-bar rhythm, 
illustrating the various forms of cadence. To stimulate the pupil's 
imagination, and to encourage attempts at composition, many 
exercises are in the form of double chants or hymn tunes, Each 
bass can, of course, be harmonised in several different positions ; 
and the student's ingenuity will be usefully exercised in trying to 
write as melodious an upper part as possible for these little pieces. 

Not the least interesting and valuable feature of the volume will, 
it is believed, be found in the illustrative examples, considerably 
more than 300 in number. These have been selected chiefly, 
though not exclusively, from the works of the greatest masters, from 
Bach and Handel down to the present day, Earlier examples are 
not given, because modern harmony may be said to begin with 
Bach and Handel. While it has been impossible without exceeding 
reasonable limits to illustrate a// the points mentioned, it is hoped 
that at least no rule of importance has been given without quoting 
some recognised author in its support. It may at all events be 
positively said that, had want of space not prevented their quotation, 
examples might have been found to illustrate every rule laid down 
in the volume. 

It was originally intended to have included in the present work 
chapters on Cadences, and on Harmonising Melodies. The 
volume has, however, extended to so much larger dimensions than 
was at first contemplated, that these chapters, which belong rather 
to practical composition than to harmony in its strict sense, have 
been reluctantly omitted. It is intended to follow the present work 
by a treatise on Composition, in which. these and similar subjects 
will be more appropriately dealt with. 

The author desires to acknowledge the valuable assistance he has 
received in the preparation of his work, first and foremost from his 
son, Louis B. Prout, to whom he is indebted for a very large 
number of the illustrative examples, and who has also written many 
of the exercises. Valuable aid has also been received from the late 
Rev, Sir Frederick Ouseley, with whom, down to the time of his 
lamented death, the author was in frequent correspondence on the 
subject of this work. To his friend Dr. Charles W. Pearce also, 
the author must express his thanks for much generous interest and 
many most useful suggestions, as well as for his kind assistance in 
revising the proof-sheets of the volume. 

It would be unreasonable to expect that the present work will 
meet with universal approval ; but it may at least claim to appeal to 
teachers and students as an honest attempt to simplify the study of 
harmony, and to bring it down to date. 


London: AUGENER & CO., 86, Newgate Street, E.C.; and only West-End Address, 1, Foubert’s Place, W. 
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Lot 1550. HUMMEL, J. N. Op. 95. Potpourri... 
SECOND-HAND VOLUMES. » 1551 & 3. HUS-DESFORGES. Concertos (Old Paris Edition). 
Some of them only slightly damaged. No. 1& 4 «. as «. each 
Sold by AUGENER & CO., 86, Newgate Street, London, E.C. = mrtenys F. A. Op. 2. Divertissement * 
Sold for cash only. The Prices marked are net, No discount. 1558. MERK. Op. 15. Concerto (Orchestra part only) 
1559. —— Op.17. Concertino . 
VIOLONCELLO AND PIANO. 1561. MUNTZ-BERGER, J. ‘Thame varié 
Lot 2334. RIES, FERD. Op. 113, No. 1. Introduction and s. d. 1562-4. —-— Concertos. Nos. 2,3,4 «+. 
Rondeau eee te anette ate nee ane 1565. NEUBAUR, FR. Concerto inG minor ... 
2335. —— Op.125. Grande Sonate =... ee vee aes 1566. PLEYEL, J. Op. 60. Concerto (André)... 
2336. RIETZ, J. Op. 16. Concerto sas eh On 1567. —— 2nd Concerto (Paris) - 
23377 ROMBERG, B. Op. 2. First Concerto .. ee se 1568. POISSL, DE. Concerto. 5 
2338. —— Op. 30. Fifth Concerto a a 1569 & 70. REICHA. Concertos. Op. 2. ‘No.1 & No. 2 2. each 
2339. —— Op.55. Le Bal Masqué ., os tee nee 1571. ROMBERG, B. Op.2. Grand Concerto 
2340. ROMBERG, B. H. Nocturne _... vis 1572. —— Op.7. Fourth Concerto a 
234r. RUBINSTEIN, A. Op. 11, No. 3. Salonstiick us 15735 —— . 10. Fantaisie 
2342. —— Op.18 Sonatainp ... oe + 1574. —— . 14. Airs russes variés 
2343 & 44. SCHMITT, AL. Op. 125 and = " Divertimenti. 15755 —— . 19. Trois airs russes variés 
each 1576. .—— Op. 34. Introduzione e Polacca 
234s. SCHUMANN, R. Op. 78. Four Duets. Arranged... 1577. SCHLICK, J.C. Op. 5. Concerto 
2346. SPOHR,L. Op.112. Third grand Duet wee ae 1579-822 TRIKLER, M. Concertos wane Paris Editions). 
2347. —— Op.113. Duo concertant se oe die a Nos, 2, 3, 5, 6.. a - «. each 
2348. WAGNER, E. Op.1r. Sonate... oe 1583 & 84. —— Wow Concestes. Nos. os «. each 
2349. WIENIAWSKI, HENRI. Op. 17. Légende .. oe on 1585 WINEBERGER. Concerto. No. 2 ‘ oe ove 
2350. WOHLERS, H. Op. 2. Fantaisie brillante wo 
235%. —— Op. 3. La Napolitana ... ane ae jee wo PIANO QUINTETS. 
ces ZELLNER,JUL Onc. Some n—Pianoy Two Violins Tenor and Cell. 
15944 HERZ, H. Op. 6. Variations 
FLUTE QUARTETS. (Flute and Strings). 1595-5 —— Op. 67. Fantasia and Variations 


2354. ABBE VOGLER. Samori, Opera ... 2 
2355. AUBER. La Muette, Opera sip 3 
2356a & 56. —— Same. Liv. I. and III. ely .. I 
2357. FESCA, F. E. Op. 37. Quatuor brillant... I 
2358. -—— Op.4o. Third Quartet... . vas I 
2359. GRAFF, F. H. Six Quartets ee ites I 
2360. ONSLOW, G. Le Colporteur, Opera eee soa ass 8 
2361. ROSSINI,G. L’Italiana in Algeri, Opera. Complete 3 
2 
2 
I 
3 
I 
2 
I 


AN TIQUARIAN MUSIC. Antiquarian Music.—’Cello and Orchestra (continued). 


PIANO QUINTETS. 
B.—Piano and different Instruments. 


1680. HUMMELL, a N. Op. 66. Second Sérénade. Same 
Arrangement .. ee oe ove ‘ ooo 


lLalaalal 


STRING DUETS. 
A.—Two Violins. 


1601 & 22. ANDRE, A. Op. 30. 6 eed Duets. 2 Books each 
BACH. 14 Pieces arranged .. 
BLUMENTHAL, J. Op. 20. 5 Deets... 
BRAND, A. Op. 4. 3 Duets ‘ni 
BRUNI, B. 6 Sonatas. (Paris.) .. 


2362 & 63. —— Le Siége de Corinthe, Opera. 2 Vols. each 
2364 & 65. —— Zelmira, Opera. 2 Vols. _ ws. each 
2366. SCHNEIDER, G. Three Quartets * ove ose 
2367. SIERING, M. Op. 15. Serenade. alerts ses 

2368. SPOHR, L. Jessonda, Opera ‘ ‘ss 

2369. VIOTTI, J. B. Op. 22. Three Quartets... 

2370. WEBER. Abu Hassan, Opera : —, J. Six Duets. Book II. 


Spt, se Freiechits, Opera (torn) i CAMBINI. ‘J Duets on Pleyel’s Works i 
2372. ———- Overture, ‘‘ Euryanthe st is =a wo . DEVIENNE, F. 45 Airs and 18 Duos (Easy) .. 
List of Lots left from Nos. 1 to 1512 to be had gratis on application. : - FODOR. Op. 13. Book II. 3 Duos ee 
— Op.30. 4 Duets 
The following Numbers are left from former Lots :— . GUENIN, M.A. Op. 9. 3 Sonates (Easy) 
. . HALEVY. L’Eclair. Opera arranged. Book II. ‘ 
CELLO AND ORCHESTRA IN PARTS. . id 8 
. 1634-36. HARTMANN. Op. 12. No. II. Op. 18 No 2 
1513-17. ARNOLD, J.G. Concertos. No. 1, 2, 3, 4, 5. each and 3 ud as ie és each 
1518. BAUDIOT, CH. Op.23. Mélange de thémes. oe 1637-9. —— Op. 44. 3 Caprices “es os ose, GC 
1520. BOHM, C. L. Op. 12. Potpourri on themes - Auber 1644. HERMANN, F. Op. 14. Grand Duet ... 
and Rossini... te 6 1646. HOFFMEISTER, F. Op. 5. 3 Duos 
152t1 BOHRER, M. Seoend Consuite se —_ wal 1650. KREUTZER, J. Op. 22. 
1522. —— Op.6. Seven Variations sts “ ove 1652, —— R. CEuvre A. 3 Duos Cane. 
1523} BOYNEBURGH. Op. 14. Deux eens .. no 1653. Cah. 7. 6 Duos .. 
1524. BREUER, B. Variations ... 1654. KROMMER. Op. 33. 3 tes 
1525-30. BREVAL, J. B. Concertos. “(Richault edition). ‘1655. —— Op.51. Book II. 3 Duos 
Nos. 1, 3. 45 516) 7+ 1 ve vee ach 1656. LAGOUNERE. 6 Duos (Easy). Book I. 
1531. DOTZAUER. Op. 27. Concerto .. sve oes Ges 1658. LUTGEN, W. Op. 20. Duo Conc. 
1532+ Op. 60. Polacca See) Wee OS tle 5 ene 1661. MESTRINO. 3 Duos o 
1533+ Op. 73. Divertimento ... oe ove ose eve 1664. PLEYEL. Op. 23. 6 Duos Cone. . 
1534. Op. 74. Capricc’o see os ae wis 1665. —— Op. 24. BookI. 3Duos ... 
1535. Op. 87. Themes by Rossini, &e. ase sin si . 1666. POLLEDRO. Op. tr. 2 Easy Duets 
1536. Op. 125. Divertissement : 1667. REUCHSEL. 12 Waltzes and Ecossaises 
1538-42. Lemp Concertos (Old Paris * Edition). Nos. I, 2, 1670. SPEIER, W. Op. 15. 2 Duets “ee hi 
sa ns » each 1673. TOLBECQUE, J. B. Les Chaises. Quadrilles 
1543. FENZL Second Concerto ov ove oie seb ars 1674. WEBER. Freyschutz. Opera (Complete) 
15444 FRANCHOMME, Op. 3. Variations ... 4 Nimes 
1545. Se, 3 wg — eee ae wei Lali de Fot remainder of Antiquarian Music see MonTHLY Musicat ReEcorp, 
1546. irs suisses variés .. 0, ss. Nos, 225 & 226, and also Catalogue of Antiquarian Music, to be had gratis. 
1547. HAEUSLER. Op. 22. Concerto... , i adi ai Sa 


1548. —- Qp.25. Deux Concertinos .. .. a AUGENER & CO., 86, Newgate Street, London, E.C, 
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oOo“ SINGING SCHOOL. Compiled by 


H. HEALE :— Net. 


= c , s. d. 

3 Complete... ooo we ase ove os ove oe S ° 

% Or in Single Books: 

67934 Book I., with Songs by Reinecke, Kucken, Weber, Concone, 
&c. Contents :—The Stave, Clefs, &c: The Natural Scale. 
The Notes. Time. Exercises on Time :—Simple Duple Time ; 
Simple Triple Time; Simple Quadruple Time; Compound 
Duple Time ; Compound Triple Time ; baeepens _— 
Time ; Syncopation ; Triplets ooo ove ove 


67936 Book II. Major Scales :—Exercises, Solfegei, and - si by 
Abt, Gurlitt, Reinecke, &c., in all Major Keys, 1 part .. I 


6793¢ Book III. Minor Scales:—Exercises, Solfeggi, and one 
A Beethoven, Concone, seer squaaniie Schubert, ™ -y in all 
inor Keys, 1 part... eee 


6793@ Book IV. Intervals, Cassie Seaes po Raaneleen Solfeggi, 
and Songs, by Kucken, Reissiger, &c., in 2 parts. Exercises, 
Solfeggi, Rounds, and Songs, by Abt, ” Hayes, Heale, Rossini, 

eber, &c., in 3 parts. Rounds and . by | Purcell, 
Gounod, Heale, &c., ing parts... 


2- 


AUGENER & CO., 86, Newgate Street and 1, Foubert’s Place. 


London : 





OCAL DANCE TUNES, Ou AND on, 
Movements from Instrumental Works arranged for TWO FEMALE 
VOICES, with Pianoforte Accompaniment. 
Sing, Nightingale. Minuet. (X. Scharwenka)... _ 
Merrily Singing. Minuet. (Del Valle de Paz) .. 
With Hands Entwined Together. Mazurka. (C. Garit) 
Gone are Night’s Dull Shadows. Mazurka. (F. Chopin) ... 
*Tis Sweet when the Sun is Rising. Polonaise. (C. Gurlitt).., 
One by One the Flow’rets. Polka. (C. Gurlitt) a ee 
Hail, all Hail, Fair Spring. March. (X. Scharwenka) «eo 
Dancing Wavelets fair to See. Sarabande. (J.S. Bach) ... 
The Primrose. Gavotte. (X. Scharwenka) 
See the Morning Light Advances. Gavotte. (Del V Valle de Paz) 
Behold, ‘tis Golden Morning. Waltz. (F. Schubert) .. pat 
The Violet. Waltz. (C. Gurlitt) 
Behold the Moon with stately mien arise. Minuet. (Beethoven) 
O Golden Days of Summer. Minuet. (F. Schubert) .. eee 
Who will come with me? Gavotte. (Gluck) ... 9 wa « 
Come and Go, Gavotte. (Bach) ... - ove . 
Ho! 'tisa Sunny Morning. Hungarian Dance. “@. Schubert) 
Heyho! for Summer Time. Bohemian Dance. (F. Kirchner) 
Hark! hark! The Breezes softly stealing. Spanish Dance. 
el Valle de Paz) 
Ye Merry Birds on Yonder Tree. Waltz. (F. Schubert rt) 
Sing, Sweet Songsters. Scherzo-Menuet. (Del Valle de Paz) 
Blow! Ye Zephyrs o’er the Sea. Mazurka. (F. Chopin) 
Lo! The keh uprises. Polish Dance. (X. Scharwenka) ... 
Hark! Across the Golden Meadows. Tarantelle. (X.Scharwenka) 
Behold, behold the Moon. Air du Dauphin. (J. L. Roeckel) — 


AUGENER & CO., 86, Newgate Street, London. 


AUGENER’S 
Educational Catalogue 


OF 
VOCAL AND INSTRUMENTAL MUSIC, 
CONTAINING 
INSTRUCTION BOOKS, EXERCISES, STUDIES, 
AND 
ELEMENTARY WORKS 
DESIGNED FOR TEACHING PURPOSES. 


No. 

4o1t 
4or2 
4013 
4014 
4015 
4016 
4017 
4018 
4019 
4020 
4021 
4022 
4023 
4024 
4025 
4026 
4027 
4028 
4029 
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4030 
4031 
4032 
40933 
4934 
4035 
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PUBLISHED BY 


AUGENER & CO.,, 


LONDON, 
86, NEWGATE STREET, E.C. 
SCHOOL DEPARTMENT. 
Only West End Branch Establishment at 


1, FOUBERT’S PLACE, W., LONDON. 





BECEDARIAN (THE) IN PIANOFORTE 


PLAYING. —Elementary Pianoforte School, arranged in easy steps 
leading from the first beginning up to the degree of ‘difficulty in Clementi’s 
1st Sonatina in c :— 


Part I. 17 Melodious Pianoforte Duets. The Treble (for £ s. d. 
the Pupil) within the aa of five notes. euaaaati 
only used ; no rests 


Part II. 10 Melodious Pianoforte Duets. The Bass (for 
the Pupil) within the compass of five notes. Duets 
1 to 6, only « crotchets and no rests. Duets she to ™ semi- 
breves, minims, and crotchets used... . eee 


Part III. Introduction to the Rudiments of Music. Daily 
Exercises, Duets within the compass of five notes of 
a cages te Airs and a (in the — clef 
only ae ove 


Part IV. Daily Exercises. Ti mene etiam Airs and 
Melodies ee ose oe oe 


o4o 


Part V. Daily Exercises, nn Airs, Pheced, &e., 
leading up to the — of ae of a ‘S$ 1st 
Sonatina in c «ww @ 4 


London: AUGENER & CO., maseite Street and Foubert’s Place. 





URLITTS POPULAR PIANOFORTE 
TUTOR, 

Part I. The Elements of Music, Elementary Five-fingered Exercises, 
The Scales, 6 Melodious and EF asy Duets, 20 Popular Melodies and 
Pieces in c major and A minor. 

Part II. Exercises in Double Notes, Scale Exercises in G major, E minor, 
F major and D minor, 27 Popular Melodies in c, G, F, and E major, and 
D minor. 


Part III. Grace Notes or Ornaments, Arpeggios, the major and minor 
scales, 15 Popular Melodies in various keys. 
80 Folio Pages. Complete, in paper cover, 5s. ; bound ia boards, 6s. 


AUGENER & CO. Sole Addresses :—86, Newgate Street, E.C., and 
1, Foubert’s Place (opposite Conduit Street), W., London. 





NEW RE-ARRANGED EDITION. 


RAINING SCHOOL for the PIANOFORTE, 
Selected, Arranged, Revised, and Fingered by E. PAUER. 


First Step. 

Book I, Elementary Principles and Rules of Music; 13 very easy Studies 
in c major; 10 Very Easy Pieces ; 9 National Airs inc major (Treble 
clef only). 

Book II. 19 Studies and Scale Exercises; 5 Very Easy Pieces; 12 
Popular National Melodies. 

Book III. Exercises for gaining Velocity; Melodious Pieces; Italian, 
German, Russian, and French Airs, all in the Treble Clef. 

Book IV. Exercises for gaining Velocity ; Tuneful pieces by Gurlitt and 
= ; 8 National Airs in c major and A minor (introducing the Bass 
clef). 

Second Step. 

Book V. 24 Preparatory Exercises; Studies of Velocity ; Six Easy Pieces 
ys. Ba — Volkmann, and Reinecke ; ; Old Dances by Corelli, 

Book VI. , a for acquiring Velocity; Melodious Pieces by Haydn 
and Volkmann; Old Dances by Gluck, Handel, Purcell, Lully, &c. 

Book VII. Exercises for acquiring Velocity; Easy Lessons by Volkmann 
and Gurlitt ; Musettes by J. S. Bach and Montéclair ; ; Passecailles by 
Handel and Gervais. 

Third Step. 

Boox VIII. Shake Studies by Pauer, Loeschhorn, A. Schmitt; Arpeggio 
Exercises ; Easy Pieces by Gurlitt, Beethoven, and Schumann ; Classical 
Dances by Mozart, Clementi, Marschner, and Mendelssohn. 

Boox IX. Studies by Pauer ; Arpeggio Studies ; Pieces by Gurlitt, Pauer, 
and Gade ; Classical Dances by Mayseder and Czerny. 

Book X. Studies ; Pieces by Beethoven, Diabelli, Schumann, and Hummel; 
Classical Dances by Mozart, Beethoven, and Schubert. 


Fourth Step. 
Book XI. Daily Practice by Cramer; Pieces by Handel, Bach, Dussek, 
Jensen, Clementi, and Gade. 


Book XII. Studies by Handel and C. P. E. Bach; Pieces by Clementi, 
Jensen, and Kirchner. 


Book XIII. Pieces by Kirnberger, C. P. E. Bach, Schubert, Reinecke, 
and Moszkowski. 


Price 4s. each Book. 


AUGENER & CO. Sole Addresses :—86, Newgate Street, E.C., and 
1, Foubert’s Place (opposite Conduit Street), London, W. 
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OVELTIES. 


October 1st, 1889. (Nova). 


Le rer Octobre, 1889. 
AUGENER & CO., 86, Newgate Street, E.C., and 
Foubert’s Place, W. (opposite Conduit Street), London. 

N.B.—Not connected with any other West End address. 





PIANOFORTE SOLOS (a 2 mains). 


8030 BEETHOVEN, L. VAN. Complete (38) Piano 
Sonatas. Edited by E. Pauer, with portrait, 
illustrated biography, metronome, and historical 
notes toeach Sonata. New Edition with augmented 
English fingering. Bound, net, 7s. 6d. net 


CIPOLLONE, ALFONSO. Air de Ballet. 


6120c DEL VALLE DE PAZ, EDGAR. Umoristiche 
(Humoresken). Op. 67, Book 3 ... , net 


GURLITT, CORNELIUS, 12 Progressive Sonatinas 
Second Series) leading from Clementi’s first 
natina in C major, up to the difficulty of 
Beethoven's Sonatina, Op, 49, No. 2, in G major, 
arranged, partly composed, and fingered :— 
No. 13. T. HASLINGER in C se 
14. J. B. WANHAL in C 
15. D. STEIBELT in F 


KIRCHNER, F. Farewell! Melody. Op. “286 
OWEN, R. Impromptu in A (A) net 


POTJES, EDOUARD, Illusions de Seman. 6 
orceaux romantiques. Op. 21. 
No. 1. Sous la fenétre 
2. Danse féerique 
3. Dans la chaumiére 


SCHARWENKA, XAVER., Valses. ~ arranges 
par l’auteur 


SCHUMANN, R. Album. $1 Piéces précédées de 
Conseils aux Jeunes Musiciens. Edition soigneuse- 
ment revue, doigtée et pourvue des Annotations 
instructives par Théodore Kullak. C. :— 

a ~aaeng with — Bound, 
os ‘ “et 
sugaed Edition net 


WAGNER, OSCAR. 6 Liedchen ohne Worte —_™ 
without words, Book 1. 


PIANOFORTE DUETS (a 4 eaten. 


GURLITT, CORNELIUS, 6 Rondinos, leading 
from the easiest up to the difficulty of Clementi’s 
first Sonatina in C major, oe and fingered :— 

No. 5: A. DIABELLI, in G.. i ove tse 
. C, REINECKE, in D- 


E dition 
Number. 


Op. 210 


eee 


PIANOFORTE TRIOS (a 6 mains). 
GURLITT, CORNELIUS. Six petits morceaux pour 
piano 4 6 mains; arrangés :— 
No. 1. Air de Chasse. C. Czerny 
2. Husarenmarsch, C, Gurlitt 


ORGAN (Orgue). 


GLADSTONE, F. E. Piéces originales (Introduction 
et Fughetta, Postludeen E bémol, Allegro Moderato, 
Melodies en G et F, Andantino, In modo di 
Minuetto, Prélude, Postlude en D, Andante con 
moto) net 


VIOLIN AND PIANOFORTE. 


JENSEN, GUSTAV. Classische Violin Musik be- 
riihmter Meister des 17ten und 18ten Jahrhunderts 
nach den Originalwerken fiir Violine und Bass 
(beziffert und unbeziffert), fiir Violine und Piano- 
forte bearbeitet und mit Vortragszeichen ver- 
sehen :— 

J. B. Senaillé, Sonata (Gc) . 

—— Barcarolle de la Suite, Op. 25 


net 


eee 


7405 bibin “xen 


OUVEAUTES 


1— 
3- 


Novelties.—Violin and Pianoforte (continued)— s.d 
754t REINECKE, C. 1o Petits morceaux. Op. r22a net 2 6 
ROECKEL, JOS. L. Croquis musicales :— 
No. 1. A Pantique ae ses 
2. Mazourka-Caprice ... 


VOCAL MUSIC. 


ACTON, JOHN. 
Voices :— 

4061c Roving Zephyrs net 

4061d Sing on, O Nightingale net 


g129 GODFREY, PERCY. Christ blesseth the Children. 
A reading in church recitation and chorus, with 

organ or pianoforte accompaniment, the words 

selected by J. Powell Metcalfe, M.A. net 

(The words separately : per copy, net, td. ; or per 100, net, 


HEALE, H. Two-Part Songs for Female Voices (Solo 

or Chorus), with Pianoforte Accompaniment :— 
The Light of Stars net 
The Rainbow ... net 
The Fishers. Two-part Chorus for male 
voices, with pianoforte accompaniment net 
8849¢ KREUZ, EMIL. 4 Songs for a Soprano or Tenor 
Voice. Op. 3. Eppie Adair (O siiss Vielliebchen), 
O were my love yon lilac fair (O war’ mein’ Lieb’), 
Slumber Song (Schlaf, du liebes Kind), Love con- 
fessed (Dass du mich liebst, das wusst’ ich) _ net 
SCHUMANN, R. Four-Part Songs for ioaahions — 
Fair Madcap. (Schén Rohtraut) .. w= het 
Summer Song (Sommerlied)... net 
Music on the River (Das Schifflein) | net 
The same with Flute and Horn net 
SHARPE, HERBERT, F. Songs of the Year. 
Two-Part Songs for Female Voices. 7 rt _ 
4126k October (Leaf by leaf) sé net 
8952 WECKERLIN, J. B. 6 little songs with stanton 
accompaniment, The words by E, M. Traquair. net 


BOOK ON MUSIC. 


Two-part Songs for Female 


4624 
4625 
46262 
46265 


12 


9182 PROUT, EBENEZER, Prapaisteg Its Theory and 


Bound, net 


AUGENER & Co., London: 
City Chief Office: 86, Newgate Street, E.C. 
Only West End Branch: 1, Foubert’s Place, W. 
(opposite Conduit Street). 


All Communications should be addressed as above. Cheques 
and Post Office Orders payable to the order of Augener & Co., and 
to be crossed ‘‘ Central Bank of London.” 


Telegraphic Address—AUGENER, LONDON. 
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